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".Ainsi avea une seule voix, un clavecd.n, 
et une basse de violle, on peut aisement 
faire une musique de chambre." 
J.B.Mo~~, in the preface to 
his 'Cantatas Fran9oises' (1706) 
PREFACE 
The evolutionary theory of mu si c history, which 
flourished in the second half of the nineteenth am the 
early part of the twentieth centuries, is happily 
becoming a thing of the past. We are now able to hear 
in per:formance works by many composers who not more than 
a generation ago were no more than nanes in the pages of 
the history books, and the musical language of the olde:rr 
periods is no longe~· regarded as "quaint" or "crude" 
merely because it is less familiar to us than that of, 
sey, :Bach or Mozart. Complete or near-complete edi tiona 
of the works of minor composers, and the activity of 
scholars who are themsel vee gifted as performers or as 
conductors, have done much to enable us to appreciate the 
intrinsic merit of music which bas too long been regarded 
only as of historical interest. Particularly is this true 
of the music written between Palestrina and Bach. 
Has this apparently heal thy state of a.f'fairs gone 
too farf Is the favour of our attention (and our purse) 
too often requested for works which fail to justify our 
spending of time and money? Not yet, perhaps, rut already 
the situation is such that the practising musician, inter-
este4 in the development of his art, cannot hope to keep 
up with even the more important publications o:! the 
professional musicologists, while the writer of an M.A. 
thesis, unable to compete with the professional in the 
more rewarding fields, is being -gradually forced into the 
consideration of trivialities. 
Alessandro Scarlatti has never been neglected by the 
historians, bl t only Dent, Parry, and a few otben writers 
have betreyed a genuine kno?tledge of more than a handful 
of his numerous works. The chamber cantata, like?tise, 
has not received the attention "Which it deserves as one 
of the universal art-forms of the seventeenth and early 
eighteenth centuries. No comprehensive study has appeared 
in the English language, or indeed in any language except 
for Eugen Schmitz's "Geschicbte der Weltlichen Solokantate" 
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published at Leipzig in 1914. Although invaluable to 
the student, Schmitz's book suffers thxough the typically 
German kind of thoroughness which compels him to record 
the existence of every cantata publication known to him, 
and a fair number of manuscript sources as 1l'ell. The 
result is a certain laclt of balance, and a tendency to 
obscure the outlines with a mass of detail. One regrets 
that Dent never wrote a full account of the chamber 
cantata, for he certainly bad the equipment to do it. 
If Scarlatti bas always been honoured by the hist-
orians, he has so far escaped the attentions of the 
publishers. Works available to-day in modern editions 
are the unrepresentative "Sinfonie di Concerto Grosso" 
and a handful of cantatas (not the beet) and operatic 
arias. The tercentenary of his birth in 1960 brought 
with it some noble revivals of the operas, notably by 
Professor .Anthony Lewis at Bimingham and (in 1961) by 
Professor Sir Jack Westrup at Oxford, but much spade work 
remains to be done if Scarlatti• s operas are to become 
widely accepted. Operas are costly to stage and there 
are special difticul ties which stand in the way of 
productions of Neapolitan opera seria. The cantatas, 
since the quality of the music is as good and often 
superior, should fare better, but in fact have remained 
unjustly neglected. By their oomparati ve obscurity and, 
if it can be demonstrated, their intrinsic quality and 
historical importance, they therefore qualify for the 
dubious distinction of an M.A. thesis. 
In order to understand better the achievements of 
Scarlatti in vocal chamber music, some account of the 
cantata both before and after his period will be g1 ven. 
The chie£ difficulty facing the student in this field 
lies in the very abundance of the material available. 
The number of extant chamber cantatas, most of' them of 
only temporary interest, must run into many thousands, 
and one needs the clear eye of a Dent to keep one's 
critical faculties alert in face of such an •embarras de 
mediocrites•. It is possible that the present writer 
will be forced to revise many of the estimates of 
particular works and composers given here; nevertheless 
it is important that such estimates be made. 
* * * 
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CHAPTER ONE 
-------
THE CHAMBER CANTATA -- ITS NATURE AND SCOPE 
--------------------.... --..... ~---------------
The cantata da camera may be regarded as the third 
major offshoot of the monodic revival which took place 
in Italy towards the end of the sixteenth cen"tllry. The 
circumstances leading to the grov•th of this new music 
have been v.-ell documented in rumerous books dealing wi tb 
the beginnings of opera and oratorio, and there is no 
need to give an account of them here. It is important, 
however, to correct at once a notion, which still persists, 
that the cantata originated as en operatic extract or in 
direct imitation of the opera. No doubt the design of 
alternate recitative and aria associated with the 
eighteenth-cen-tury cantata has led some writers to this 
sup~osition. Thus Keiser, in the preface to his "Gem~ths­
ErgOtzung,, bestehend in einigen sing-Gedichten" (Hamburg 
1698) speaks of the cantata as "von der· Oper hergekommenen", 
and J .E. Galliard, in the preface to his "Six English 
Cantatas" (London c.l7l6), writes: 
"After the Theatrical Style grew more refin'd, 
the Lovers of Musick, who wanted some such-
like Composition for their private diversion, 
probably made Use of some particular Scene 
out of them: (for from that Time Madrigals 
began to be left of:f;) lxtt this being very un-
satisfactory as to the Sense, the Connerlion 
being interrupted, Poet:s, in favour of Musick, 
invented a new sort of Drama, if I may so call 
it, aa an Epitome of the Fo:rmen, mix' d with 
Recitative and Air ••• " 
That the cantata originated independently of the 
opera will be shown in the next chapten, but there are 
some vobo Vtould still maintain that it Vtas the opera 
Vihich made possible the birth of the cantata (and not 
the cantata alone). They Vtill point to the experiments 
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of the Camerata in Florence and say that it was the desire 
to present drama in music that made necessary the fo:rmation 
of a new musical language - that of recitative and monody 
in general - and that wi tbout this new musical language 
the cantata and other vocal fo:rms could not have come into 
being. It cannot be denied that the example of opera 
hastened the develop:Dent of the cantata, but to say that 
the cantata was dependent on opera for its existence is 
untrue. A study of the Italian madrigal in decline is 
enough to convince us that composers would in any case have 
turned to monody as the only satisfactory path to further 
development.; and the decline of the madrigal is, as we 
shall see, o:f supreme importance in the rise of the cantata. 
The opera and the cantata were, then, brother and 
sister rather than father and son, but they grew up to-
gether, ahar.ing a family resemblance and influencing one 
another to such an extent that no student of one can do 
without some knowledge of both. It was by trying his hand 
at the cantata that the incipient opera composer learned 
to construct a scene of recitative and aria, in many cases 
dealing with texts not unlike some be would find in an 
opera libretto. The fact that a passage consisting of 
three arias, each followed by a recitative, from Scarlatti's 
opera "La Roaau.ra" (1690) exists as a cantata in more than 
one ma:wscriptl- does perhaps indicate the use of an operatic 
extract in the guise of vocal chamber music, but such 
instances are rare. We may view it merely as :further 
evidence of the close connexion between the two forma. 
If there have been misunderstandings about the origins 
of the cantata, there have been others about the extent of 
its life and influence. Scott. Goddard, for example, has 
attempted to trace the influence of Scarlatti's cantatas, 
through the concert-arias and 'scene' of Mozart, and 
Beethoven's "Ab! Perfido", to the three canticles of 
Benjamin Britten; SUch an argument seems a trifle laboured, 
for if Britten's canticles nee4 any parentage beyond their 
texts there are so many other and closer precedents to 
consider, not least the longer songs of Schubert with 
instrumental obbligato, such as "Der Hirt auf dem Felsen" 
and "Auf. dem Strom". Present-day composi tiona, secular as 
well as sacred, bearing the title of cantata are nearly 
--------------1. E.J.Dent, "Alessandro Scarlattin (.Arnold 1905), p.222 
2. "The Listener", July 2lst.l960. 
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always large-scale compositions for soloists, chorus, 
and orchestra. Even Edmund Rubbra' s "Cantata di camera" 
op.llO is of this kind. 
We may safely say that the secular cantata as a 
chamber music form did not survive Scarlatti for more 
than a generation. The orchestral cantatas of Leo, 
Pergolesi, and Hasse, while retaining the outv.ard form 
o:f Scarlatti's works, lead us away :from the drawing-room 
and into the concert-hall, and it is there that we enjoy 
the comparable works o:f Mozart and Beethoven. To the 
Baroque musician the term • da camera' signified music 
designed to be per:formecl in a building other than the 
church or the theatre, but when applied to the cantata 
up to and including Scarlatti we may interpret it as 
chamber music in the sense in which we understand the term 
to-day. 
The cantata da camera was :for the seventeenth-
century Italian the ideal form o:f intimate musi<i>'lllak:ing; 
in :fact it was the only one possible :for advanced 
expression until composers discovered that the new violins 
could rival the voice in strength, technique, and lyrical 
p er:fomance. !l!he supreme executive artist of the seven-
teenth century was the singer, and it is quite understand-
able that he should dominate the music o:f the drawing-
room, just as he did that o:f the church and the theatre. 
The cantata flourished above all in the court, in 
such gatherings as those which Scarlatti• s patron, Cardinal 
Ottoboni, held each Mond~ at his villa in Rome, and in 
the meetings o:f the • acca.demie' which existed then in such 
profUsion throughout Italy. Here the works were no doubt 
sung by, and often specially composed for, singers from 
the opera, and the listener could therefore regard the 
performance as an extension of his favourite musical 
entertair.ment. It is not always easy to know how far to 
take Marcello seriously, but when he tells us that 
"the modern composer will show the greatest 
attentions to all the virtuose of the operas, 
presenting them with old cantatas transposed 
to :fi~ their voices, in addition to saying 
to each one that the opera owes its success 
to her talent" 4 
--------------
l. B. Marcello, "Il teatro alla moda" ( c.l720) quoted in 
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we cannot avoid noticing that many of Scarlatti's cantatas 
exist in different keys. On the other hand, Scarlatti 
wrote sufficient of them to be a~e to present a new one 
to each of his 'prime donne•. 
To the mature composer the chamber cantata afforde~ 
the opportunity to express ~self freely, without the 
necessity of satisfYing the desires of a capricious 
audience. Just how much the opera composer was forced to 
adapt his natural style to the wishes of his patron and 11 
publia: may be gauged from the correspondence between 
Scarlatti and Ferdinand III, son of the Grand Dlke of 
Tuscany, for whose theatre at Pratolino, near Florence, 
Scarlatti wrote a number of works. In the chamber cantata 
the composer was able to write in a more serious style and 
to experiment with technical problem a, knowing that he 
would be serving an audience leas likely to misunderstand 
him, and less impatient with music which did not merely 
satisfy the craving for a pretty tune. 
This does not mean, of course, that every cantata 
is of a quality supelio:z to that of the average operatic 
aria. The composer was called upon to wrl te too many for 
that to be possible, and many of those by even such a 
master as Scarlatti were obviously written in haste. 
Nevertheless, the best of the chamber cantatas have a 
depth of feeling and an appeal to the intellect which are 
far less common in the operas of the period. The cantata 
is, therefore, an ideal fono wherein the student may 
assess the capabilities of a vocal composer, for no matter 
how stereotyPed the form became it always remained the 
vehicle for the most anbi tious technique and the moat 
serious expression. The cantata has a fUrther interest 
for the historian, for it was one of the principal 
messengers in the dissemination of the Italian style, a 
fact born out by the large number of contemporary 
manu scripts in 11 braries outside Italy, and by the number 
of such works written by foreign composers "in just 
Imitation of the fam' d Italian Masters". 
The musia: of the cantata is a good deal more 
interesting than the texts which composers used. There 
can be few pastimes more depressing than that of reading 
---------------Strunk, "Source readings in music history" (Faber, 1952), 
p.530. 
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through a quantity of poems usecf. by the majority of 
composers, and especially those which date from after 
about 1680 - that is to say after the Roman school 
of composers, whose texts are on the whole more interesting, 
and certainly more varied, than others. The study of 
the chamber cantata during the Baroque period reveals 
that gradual shift of interest from the poetry to the 
music which is paralleled in the opera of the period. 
In any case, Italian literature, after the rich 
flowering of the Renaissance, was in the doldrums. 
Giuseppe Morpurgp observes that "Il Seicento non ha un 
grande, forse neppure un solo vero poeta"! The inspiration 
for many of the early cantata texts may be found in the 
poetry of the Renaissance, rut Baroque literature itself 
was one of decadence. The lyricism of Tasso and Guarini 
beaame with Gianbattista Marini a language of conceits, 
in which 'la maraviglia' was extolled as one of the 
highest poetic values; 
Marini's apia, "L'Adone" (Penis, 1623), earned him 
an international reputation and was reprinted no less 
than fourteen times between 1623 and 1922. It was itself 
used for more than one cantata setting, and its style 
became the guiding light for the numerous poetasters of 
the .Arcadian and other literary 'accadanie' which flourished 
first in .Florence and later in all the major cities of 
Italy. At their gatherings the literary dilletantes would 
vie with one another in their powers of fanciful poetic 
description, their intention being to avoid using one 
ordinary word where it was possible to use three or four 
uncommon ones. We know the style best from Moliere's 
parodies in "Las Pr~oieuses Ridiaules" and "Lee Femmes 
Savantea", but French 'preciosi te• was largely inspired 
by the refined and precious language of Marini and his 
followers in Italy. 
Until the last two decades of the century there was 
at least some variety in the subjects of the poems. 
Pastorals abound, but so do stories from Classical history 
and mythology. Laments are numerous, probably stimulated 
--------------1. "Antologia Italiana" (Fifth edition, 1949). 
2. It is interesting to note that one of the earliest 
compositions to bear the title of •cantata•, Grandi's 
"Apre l'uomo", was a setting of words by Marini. 
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by the example of Monteverdi's "Arianna", and of these 
Carissimi' s Lamen-t of Mary Queen of Scots ( "Ferma, lascia 
ch' io :p8llli") is a :fine example. Caris simi also gained 
a reputation for cantatas on humorous subjects, and Cesti 
seems to have shown a :penchant for satirical works, 
:probably because of his f'riendship with the poet Salvat.or 
Rosa. Other cantatas, like Rossi's "Gelosia che poco a 
poco", are built around some emotion, and still others 
are purely descriptive. 
Before the end of the seventeenth century this 
variety in the subject-matter of the cantata gave way to 
an artificial pastoral setting peopled with stereotyped 
Arcadian nymphs and shepherds, as unreal as the figures 
in a ':f~te galante• of watteau but without thei~ light-
hearted and :fanciful gaiety. The cantata became a ly~ical 
rather than a dramatic :fo:tm, but some pretence at a 
narrative, or at least a situation, is usually preserved. 
Filli and Clori, Eurillo and Daliso are the protagonists, 
and they tell us, with unrelieved self-pity, of the heart-
lessness or the inconstancy of the beloved. Other kinds 
of texts did not lose :favour altogether, but the large 
majority written after about 1680 :fall into what Polonius 
would probably have described as the 'pastoral-tragical' 
type. 
First-rate poetry is not a necessary ingredient :for 
a good song, and however much we may deplore the literary 
style and taste of the period, we cannot deny the poetry 
its effectiveness :for musical treatment. The poets 
obviously studied the requirements of the composer very 
closely, not only in the general form of the work but in 
detail, and many of them must have had first-hand experience 
of what would sound well when sung. Every effort is made, 
particularly in the reaitative sections, to allow the 
composer the opportunity of showing his inventiveness in 
descriptive and pathetic word-painting; and it should not 
be forgotten that the cantata librettist was to a large 
extent dictated to by the demands of a strict musical 
form. Particularly restrictive in this respect was the 
da capo aria, for here the poet had to ensure that the sense 
of the first half of the aria was in itself complete, so 
that on repetition it ?.'as not left inconclusive. 
Except in printed works {and not always even then) 
the poets are seldom named. We may assume that they were 
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coprt poets, opera librettists, members of literary 
ac~ademies, the composers• patrons, and sometimes even 
the composers themselves. At first they seem to have 
taken over existing literary forms, especially the madrigal, 
for their texts, blt by 1698 Cresaimbeni could identify a 
specific 'cantata• fom of poetry: 
"Oltre alle feste s•introduesero per la musica 
certe al tre maniere di Poesia, che communamente 
ei chiaman Can tate le quali eono compo ate d1 
verei e versetti rimati senza legge con 
mescolanento d' arie e talora ad una voce, talora 
a piu; e se ne sono fatte a fanno anche miste 
di drammatioo e di narrati vo. Qlesta sorte di 
Poesia e invenzione del secolo XVII percioche 
nell 1 arte antecedente per la musica servirano 
i madrigali, e gli al tri componimenti. "1 
We shall observe in later chapters ho~ the cantata, 
beginning in Venice as an alternative to the accompanied 
madrigal and the simpler strophic song, follo~e<L the path· 
of. opera and spread first to Rome, later to Naples and 
Bologna, and finally to all the important centres of 
music in Europe. The point to be stressed at the moment 
is that it retained its character of chamber music until 
near the end of the Baroque period, and we ~ill profit 
moat from our study of it if we bear in mind its essentially 
intimate nature. The chamber cantata does not protest, 
never shouts, rarely smiles, and is but seldom concerned 
~i th the expression of lofty ideals; but "When we come to 
know it well we find a great deal of warmth behind its 
calm, serious exterior. 
* * * 
-----------1. Crescimbeni, "Istoria della volga poesia" ( 1698) p.299. 
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SW I TZ.E R.LA~ D 
Map of Italy , showing the places mentioned in the text. 
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CHAPTER T'M:> 
----
THE CANTATA BEFORE ALESSANDRO SCARLATTI 
-----------~--------~----
The Venetian School 
It is possible to distinguish three main stages in 
the development of the cantata before Alessandro Scarlatti, 
each of about twenty years and altogether covering the 
period between the first cantatas (1620) and the earliest 
by Scarlatti (about 1680). As we might expea:t, the 
cantata flourished in the places where opera composers 
were most active, and we can thus focus our attention on 
the cities important in the development of opera -
Venice, Rome, and then Naples and elsewhere. A proper 
study of the pre-Scarlatti cantata would begin with a 
detailed consideration of the Florentine monodists, but 
since this chapter is intended as no more than an intro-
duction to those which follow, we may confine our remarks 
to certain features of the cantata to be observed during 
the period before 1620. Let us begin by considering the 
composer's raw material, the text. 
Just as the ld.nd of drama sui table for opera existed 
long before 1597 in the pastoral comedies of the fifteenth 
and sixteenth centuries, so the tYPe of text favoured by 
cantata writers already existed before 1620. Jacopo 
Sannazaro• a renowned pastoral romance, "L'A:rcadia" (1489), 
may be considered as the beginning of a tradition in 
Italian literature which reached far into the nineteenth 
century, lllt Alfred Einstein1 points to an even earlier 
work:~ the eclogue "Co:rinto" by Lorenzo de Medici ( 1449-
1492) as containing all the necessary requirements of a 
------------1. "Der 'Stile Nuove• auf dem Gebiet der p:rofanen Kammer-
musik:" in Adler's "Handbuch der Musik:geschichte" 
( Frankfurt em Main, 1924). 
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good cantata text: 
"La luna in mezzo alle minori stella 
chiara fulgea nel ciel quieto e sereno, 
quasi ascendo lo splendor di quelle: 
e• 1 sonno a'Vea ogni animal terreno 
dalle fatiche lor diurni sciolti: 
e ilL mondo e d'ombre e di silenzio piano. 
Sol Corinto pastor ne' bosahi folti 
canta'Va per anor di Galatea 
tra' fraggi, e non 'V'e altri che l'ascolti: 
ne alle luai lacrimosi a'Vea 
data quieta alauna, anzi soletto 
con questi 'Versi il suo amor piangea: 
- - - 0 Galatea" eta. 
This would, of course, ser-ve as a recitati'Ve, the 
first aria beginning with the words "O Galatea". The 
following extract, which Scarlatti treats as a recitati'Vo 
stromentato, :from the cantata "Nel silentio comune" for 
soprano, n·o 'Violins, 'Viola, and continuo (British Museum, 
~dd.MS.l4l63) comes 'Very close to Lorenzo de Medici's 
ea;l.ogue, and might almost be regarded as a paraphrase of 
it in the first person: 
"Nel silentio comune di notte si tranquilla, 
stanca dal' opre ogn' anima riposa. 
Placido il mar• ooll' onde; 
par che baei le sponde. 
E all a quiet a; intenti 
piu non batton le penna in aria i 'Venti. 
Sol di aura amorosa 
'Vinto dal duo l pro fondo, 
vigil a il mio pensiero; 
all' or che po sa 
il cielo, il mare, e il mondo. 
(Aria) - Nel dormi:tt l' anima mia, 
Cara Filli, a te sen viene" etc. 
But for the type of texts found in the early cantatas 
composers had to look no further than the continuo-
madrigals of Mon te'Verdi and his contemporaries, and indeed 
the chanber cantata may be regarded as the logical outcome 
of the dying madrigal. In his monumental study of the 
Italian madrigal Alfred Einstein has shown bow the 
madrigal disintegrated from within, so to speak, when 
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composers began to attach more importance to the under-
lining o:f the text and to the use o:f chromatic harmonies 
than to the part-writing, thus breaking down the poly-
Phonic :frane'A'Orlt. Many o:f the continuo-madrigals in 
Monteverdi' a seventh book are cantatas 1n all but nane, 
and the one-voiced and two-voiced cantatas o:f Luigi Bossi 
and Carissimi are their spiritual descendants. The 
cantata o:f the seventeenth century replaced the madrigal 
of the sixteenth as the most prominent form o:f vocal 
chamber music. 
Two other factors contribute to the fomation of the 
cantata. First, the recitative style which ham been 
introduced for operatic purposes in Florence during the 
last decade of the sixteenth century, although it was not 
until the second generation of cantata composers that the 
recitative was to play a major role; second, the atrophic 
songs of the early seventeenth century, such as those 
found in the "Nuove Musiche" (1602) of Caccini and in the 
"Varie Musiche" (1609) of Peri. 
We thus have before 1620 :four elements necessary 
for the fo:rmation of the cantata - a semi-dramatic, semi-
lyrical type of poem, the example of the continuo-madrigal, 
the establishment of recitative, and the strophic song; 
but it was some time before all these elements were 
integrated to make up what we no:rmally think of to-day as 
the Italian cantata. The first use of the te:rm 'cantata' 
has been variously attributed to a number of different 
composers. J.E.Galliard mentions 
"some Compositions of a Lady ••• whose name was 
Barbara Stroz.zi; in ·which we have an Account 
that She, being the first who invented this 
mixture o:f Reei tative and Air, gave it to the 
Pu bliclt as a Trial 1\'hether that Style 1\'ould 
be acceptable ••• n~l 
Burney mentioned that it was "often asser1ted by musical 
\\'ri ters that ( Carissimi) was the inventor of cantatas"; 
but he him self traced the use of the word back to 
Benedetto Ferrari (1597-1681), who published three 
--------------l. J.E. Gallia.rd, "Six English Cantatas" (London c.l716). 
2. Burney, "General History of Music" (1789), Merce11· 
edition (New York:, 1957) Vol.IV,p.607. 
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volumes o:f cantatas during the +ong time he spent at 
Venice. Until quite recently most historians have 
accepted Burney's account, but it is now generally thought 
that Alessandro Grandi ( d.l630) must take credit :for the 
first use of the term. Grandi published his first volume 
of "Cantade e Arie" at Venice in 1620, and this was later 
followed by three other volumes. The second has never 
been known; the third was printed in 1623, and the :fourth 
in 1629. 
The cantatas in Grandi's volumes are pieces built 
on what we now call a strophic bass structure; this 
means that there is a different melody for each stanza 
but the bass of each stanza is identical. Printed copies 
of Grandi' s cantatas are rare; the only kno"V\n extant 
copies o:f the first and third books were destroyed at 
Breslau during the 1939-1945 war, the second has never 
come to .. light, and the fourth and last exists in one copy 
at the Musikbibliotek Peters in Leipzig. Our knowledge 
{ 
of these works must, therefore, rely largely on quotations 
in modern textbooks, am the following extracts, quoted 
by Man:f'.red Bukofzer in his "Music in the Baroque Efa" (page 
32) will serve to illustrate the method of composition. 
Ex.l. 
fl 
. 
.. A· ~ .t•.L...o- 1\<.0 ~- -l4 -ca. .Jll ~ c:k.. "-0.5---. 
I 
This is the opening o:f the first stanza. The second 
begins as follows: 
Ex.2. 
1 
-CA.. 
... ~- --~ - lo_ ~~ ~~P - - - - - - - - - - -,.... 
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and the fburth like this: 
Ex.3. 
-
Short extracts like these might lead one to suppose 
that the strophic bass is the same as the ground bass, 
another favourite device of the period and one to which it 
is undoubtedly related. In fact the two forms are very 
different. In the first place, the strophic bass is much 
longer than the ground; it is, in fact, as long as the 
melody for one stanza, for there is no repetition of tbe 
bass within the stanza. The bass which follows after 
examples 1 and 2 above proceeds to new material. Also, 
the strophic bass lacks the melodic shape which we find in 
the shorter ground bass, and these two factors make it 
less reaognizable as the basi.s of the struc~re. Moreove:xr 
(though this is not evident in the above quotations) it is 
frequently found with long notes while the vocal part above 
moves comparatively quickly, thus claiming even more of the 
interest. The last difference in character follows 
naturally from the others; this is that the strophic: bass 
generally contains within itself modulation (either· expresse<i 
or implied, or both), whereas modulation in a ground bass 
structure is rarely achieved without transposition of the 
bass theme. 
------------1. ::Ebr other examples by Grandi see (a) Lavignac, "Encyclo-
pedia de la Musique" ( 1913), Vol. v.p. 3395; (b) Prunieres, 
article in Music & Letters, 1926; (a) Schmitz, "Geschichte 
der Kantate und des geistlichen Konzertes (I. Geschichte 
der weltlichen Solokantate)" (Leipzig,l914); (d) 
Riemann, "Handbuch der Musikgeschichte" Vol.II(2),pp.39-45. 
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one cannot be certain how Grandi and others 
approached the composition of their strophic bass 
cantatas, but it is interesting to make cronjectures, and 
if the following guess is correct we mey observe a furthe:rr 
contrast with the ground bass. In the case of the latter 
it is '}Ui te certain that the bass melody was written 
first land many of the :Baroque grounds were the common 
property of every composer). The composer would then 
construct his melody above its repeti tiona, part of his 
skill being to hide the joins in the bass by melodic 
overlap. The writer of a strophic bass, on the other 
hand:, probably began by writing a melody for the opening 
stanza and simul taneousl;y a bass to support it. This 
bass would then remain as a framework for diffenent, 
though similar, melodies in the remaining stanzas. Thus 
the bass is the starting point for a ground, the melody 
for a strophic bass. 
The strophic bass seems to many of us now a rathe:v 
rough and cumbersome construction, and one might well 
wonder why it proved so popular with cantata composers 
from Grandi to Carissimi. Perhaps the best way to arrive 
at an ans~er is to put ourselves in the place of the 
early Baroque composer, and to examine his intentions 
and the material he bad at his disposal to realize them. 
First of all, then, we notice that the cantata is a 
longish work -- long, that is, in comparison with the 
atrophic song of the period. The composer would realize 
that although exact repetition of a melody is acceptable 
in a short song, it would prove somewhat tedious in a 
much longer work like the cantata, and he was forced, 
therefore, to find some v.ay of varying each stanza. 
Entirely new music for every stanza would be equall~ 
unsatisfactory because this would also prove wearisome 
(though for a different reason) and would destroy the 
unity of the piece. And here we notice another important 
feature of the strophic bass form, which is that although 
the melody changes each time the bass is repeate·d, the 
harmony implied by melody and bass together (or stated 
explicitly by the figured bass) is, in all essential 
respects, the same for all stanzas. The strophic bass, 
therefore, provided an ideal solution to the composer's 
problem, :for it allowed him enough melodic freedom to 
avoid monotony and sufficient harmonic integrity to 
preserve unity. 
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The form is sometimes also referred to as atrophia 
variations, a misleading term since, as we have seen, 
the intention is neither to compose ~ariations on the 
melody of the first stanza nor to write ~ariations oven· 
a gi v;en bass, which in any case is neither. 'gi van• nor 
easily recognizable as the framework of the pieae. The 
term is not entirely incorrect if we look upon each 
stanza as a variation of a harmonic progression, for the 
cadences are well defined, but even then we run the risk 
of misinterpreting the intentions of the composer. 
I 
Grandi was not the first to make use of the strophic 
bass; Peri had used it in 1602 for some of his "Varia 
Musiche", and we find it also in the works of Gagliano, 
P. Benedetti, and Antonio Cifra. R.It Grandi's use o:f the 
form in conjunction with the title •cantata• (or •cantada') 
was new, and had a large following among composers in 
Venice and later elsewhere. Outstanding among Grandi's 
Venetian contemporaries were Berti, Ferrari, and Rovetta. 
Giovanni Pietro Berti (d.l638), a tenor and later 
deputy organist at st. Mark's, published two sets of 
"Cantade e Arie", the first in 1624 and the second in 
1627. As in Grandi's books, the arias outnumber the 
cantatas and the latter are in strophic bass form. 
Berti extends the form by use of verbal repetition and 
instrumental ritornelli, and melodic sequence, uncommon 
in Grandi, is a feature of his style. The opening of the 
cantata "Oh con quanta vaghezza111 from the first book will 
illustrate his use of r1 tomello and sequene:e. There are 
six stanzas in all, each one preceded by the same 
ri tornello. 
Ex.4. 
-
~ 
... 
. .... 
- • 
_______ ... ___ _ 
1. Quoted by Einstein in Adler, op. cit. 
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Benedetto Ferrari ( 1597-1681), sometimes known as 
Benedet.to della Tiorba because of his proficiency on the 
theorbo, spent most of the last years of his life at 
Modena, but had previously been active in Venice, for 
?;hich city he V~-rote operas and libretti. His chamber 
cantatas, Vihich folloVi Grandi' a models, were published 
in Venice in three collections of "Muaiche varie a voce 
sola" in 1633, 1637~ and 1642!' Giovanni Rovetta ( d.l668) 
was, like Berti, employed at st. Mark's, Venice, first as 
a bass singer, then as vice-maestro di cappella, and 
finally, from 1644, as maestro di cappella. He published 
a volume which contained cantatas in 1629. 
Other composers active at Venice include Milanuzii, 
Strozzi, Manelli, and Sances. Carlo Milanuzii (c.l590-
c.l645) held the post of organist at Santo Stefano between 
1623 and 1629. As the majority of his cantatas Vl·ere 
published during this period we may think of him , for 
our present purposes, as a Venetian composer. His cantatas 
were included in nine volumes of "Ariose vaghezze" 
published in Venice between 1622 and 1635, of which seven 
survive. Francesco Manelli settled in Venice in 1636, 
Vl·here in the same year he published his "Musiche varia", 
his only extant work. Although born at Rome and employed 
first as a singer and later as music director at the 
Imperial Chapel, Vienna, Giovanni Felice Sances ( a:.l600-
l679) published two volumes containing cantatas at Veniele, 
the "Cantade a due" (1633) ani the "Capricci poeticii" 
( 1648). The cantata continued to flourish at Venice after 
the ascendancy of the Roman school, and consideration of 
the contril:ution made by Barbara Strozzi, an important 
contemporary of Rossi and Garissimi, may conveniently be 
left for a later section of this chapter. 
-------------
_.... 
1. A.l:f:red Loe\\·enblrg in Grove, and most other authorities. 
Prunierea (op.oit.) gives 1641. 
2. Two of his cantatas are in Biemann• s "Kantaten-~hling" Vol. I (Leipzig,n. d.). 
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The historical interest of the early Venetian 
school is considerable, but we lack the requisite material 
to g1 ve more than an estimate of its artistic value. 
We can, however, safely venture the opinion that there is 
nothing in their work which would have ensured the 
continuation of the cantata as an art-form, and it is 
perhaps significant that many of the composers were 
employed primarily as executants. Association with a 
composer of more than average gifts was needed, and one 
regrets that Monteverdii who was active at Venice during 
this period, left no vo umes of "cantade e Arie". It was 
left to the Roman school of the following generation to 
supply the impetus which was to keep the cantata alive for 
well over a lmndred years. 
The achievement of the Venetian composers was to 
establish the cantata as a lyrico-dramatic form for solo 
voice and continuo on a strophic bass foundation. fut to 
say this is to tell only part of the truth, for the 
adoption of the term ' cantata• was a gradual and, at 
first, a haphazard one. There are a number of works of 
the period which are cantatas in everything but name, and 
it is to be observed that cont.emporary manuscript sources 
by composers even as late as stradella are often recog-
nizable as cantatas only b,y their length and the subjects 
of the texts. It is these two criteria which have been 
usee[. to identify as cantatas many of the works to be 
discussed in the next part of this chapter. 
* * * 
The Roman School 
The second generation of cantata composers is 
centred at Rome and includes among its leaders composers 
important in the development of the opera, especially 
Luigi Rossi and Cesti. We now begin to find not only 
the lesser men rut the leading composers of the time -
Rossi, Cesti, and Carissimi -- favouring the solo cantata 
with their attention, and infUsing it with new life in 
much the same way as Monteverdi bad done previously with 
the opera. This is a period of greater freedom in form 
as well as of greater variety in subject, and we see at 
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last the m erg:l.ng of the various elements of the cantata 
mentioned at the beginning of this chapter. 
Schmitz draws attention to the fact that from 
about 1640 onwards, when the Roman composers began to 
come into prominence, :far fewer cantatas found their way 
to the printing-press. He attributes this to tbe growing; 
practice of writing cantatas to satisfy an occasional demand 
by a restricted circle. 
"Ein markantes &lsseres Merk:mal ist zu Begirm 
der Bldtezeit der Kammerkantate (i.e. the 
period of Rossi and Carissimi) noeh zu beo-
bachten: nAmlich das zurdclttreten der ~ck­
literatur gege~ber der handschriftlichen 
~berlieferung. Eine handschriftliche 
Literatur unserer Kunstgattung besteht natur-
lich seit Anfang des Jahrbunderts. Allein 
die unbestrittene F6hrerolle spielen 1m ersten 
Stadium der Entwicklung die Drucke; erst im 
vierten Dezennium erfolgt bier der Umseh'wung. 
Der grund ist wohl darin zu suchen, das sich 
die Kantate in zunebmendem Masse zur "Gelegen-
heitskomposition" ausbildete. Wie die Komponist 
seine Opern fUr ein bestimmtes Theater 
bestimmte Singer und eine bestimmte Splelzeit 
komponierte, so waren auch die Kammerkantaten 
in der Regel fUr einem eng· umgreuzten Kreis 
bestimmt. nl 
Unfortunately Schmitz produces no evidence to show 
that there was any less general demand :for the cantatas 
of Rossi and Carissimi than for those of Grandi and 
Ferrari. The reverse was probably the case. The reason 
why they were less published was surely the s±-ple one 
that Rome, unlike Venice and other northern cities, was 
not advanced in the printing of music. How else can we 
account for the fact that the cantatas of Scarlatti 
Ytri tt.en at Rome and Naples should remain in manuscript, 
while those of his less fsnous contemporaries in :Bologna 
and London appeared in print? A composer would make 
special arrangements to have published at Venice, 
.Amsterdam, or even London, the vocal and instrumental 
parts of larger works likely to enjoy a wide popularity, 
--------·--l. Schmitz, op.cit. p.69 
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but he would not incur the expense of publishing 
cantatas unless there was a good printer on hie door-
step. 
The first important Roman v.·ri ter o:f cantatas was 
Luigi Rossi ( c.l598-l653), also the first ever to mak:e 
cantata composition the chief part of his output. After 
study in Naples he settled in Rome, first in the service 
o:f Marc' Antonio Borghese, am later with cardinal 
tAntonio Ba:rberini. Rome, with its long tradition of 
learning ani ita intermittent papal restrictions on the 
production of opera, must have been especially receptive 
to the composer of cantatas. 
The date 1640 has been put forward as the beginning 
of. Roman predominance in the cantata, but in fact one of 
Rossi• s most fanous cantatas, "Un feri to cavaliere", had 
already earned for him an international reputation in 
1632, and it is not surprising to find that he makes use 
of the strophic bass in many of his works. This, however, 
is only one of four tyPes of construction which can be 
found in Bossi' s cantatas! These are: 
the atrophic bass cantata, 
the recitative cantata, 
the refrain cantata, 
cantatas based on a free alternation of 
recitative and aria. 
The strophic bass accounts for leas than a quarter 
of Rossi's total output of over a hundred cantatas, ani 
it is likely that many of these are early worlts. The 
basic form is the same as that used by Grandi and otheJl's 
in the examples already mentioned, but Rossi shows much 
greater freedom and mastery in his handling of the 
individual stanzas. One cannot fail to notice in the 
cantatas of the Venetians a certain stiffness and 
amateurishness in the way that the melody for the later 
stanzas is tailored to fiis the repeated bass line, as 
though composers were afraid to transgress their self-
imposed limitations. Rossi, on the other hand, does not 
hesitate to alter the rhythm or even the pitch of certain 
------------
1. ]br brief analyses of a hundr.ed of Rossi• s cantatas 
see H.Riemann, "Handbuch der Musik:geschichte" Vol.II 
(2), (Leipzig,second edition ed. A.Einstein, 1922). 
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notes if by so doing he can ensure a greater freedom 
for the natural flow of his melody. 
For it is his melodic gift which moat distinguishes 
Rossi as the first outstanding figure in the development 
of the chamber cantata. Inseparable from this is the 
plasticity of his rhythm, shown in a frequent use of 
hemiol& and the occasional sudden changes of time-
signature. Bars of 4/4 metre are often interpolated into 
a 3/4 aria or arioso, as in the follovd.ng example from 
the cantata "Ohime, madre ai ta! ":'1 
~· 
~I A L 
p C'U- MJZ,' M4d,,.c. 4.- ...(. ~ frt,a..1. - +:t! a.- -<-m,"-'- ta.. I. Q 
The dramatic force of much of Rossi's vocal writing 
is obviously that of a man with a genius for the stage, 
and v;e may be sure that he v;ould have produced more 
operas than he did if he bad been active in Venice and 
not in Rome. 
Rossi extended the strophic bass form o:f Grandi by 
introducing much greater variety v;i thin each stanza. Jror 
examl'l-e, the famous "Gelosia che poco a poco"z(B.M. Ha.rl. 
1265) includes within each stanza a short, florid 
recitative, a more extended and organized arioso {4/4, 
"Vero anor"), another arioso or aria (3/4, "Dame che 
brami"), and a refrain {"Furia dell' alma mia", 4/4), the 
words of which conclude each stanza! Thus Rossi achieves 
contrast and diversity within the :framework: of the strophic 
-------------1. Quoted by Riemann, op.cit. lbr anothe~· instance see ex.l~ 
2. Printed in Gevaert, "Gloires de l'Italie"(no.9). 
3. The differentiation between recitative, arioso, and 
aria in the cantatas of Rossi (ani indeed in all vocal 
:forms until Stradella) is often di:fficul t to make. 
Riemann { op. cit.) calls this section "kurze Arie" 
although it is in fact shorter and lese organized 
(without repetition of words) than the previous iM·o 
sections. 
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bass, and it is this "diversity ~ithin unity" ~hich is 
to be the hall-mark of the genuine chanber cantata from 
Rossi onwards, although later composers find other 
methods of achieving it. 
Variety within the stanza itself makes variation 
of the melody in subsequent stanzas less necessary, indeed 
less desirable. The first stanza of "Gelosia che poco a 
poco" has fifty-three bars (if one adapts the manuscript 
to modern bar-line procedure). In the second stanza only 
nineteen bars, and in the third and last stanza only eight 
bars, show any variation of the opening melodic line. 
This is in great contrast vd th Grandi's method, where we 
find ne~ melodic materi.al throughout the work, although 
the cadences often preserve the same outlines. 
It ~ill be evident from the foregoing analysis that 
the stanzas are much ~onger· than in the earlier examples 
by the Venetian school, and as a result the total numbe~ 
of stanzas is, generally speaking, smaller. In fact for 
the most part Rossi makes use of only three stanzas for 
his strophic bass cantatas, and this seems to have become 
the usual practice for his contemporaries also. 
"Gelosia abe poco a poco" is a fiery, passionate 
portrayal of the insidiousness of jealousy, and the 
temptation to include quotations from it is very great. 
It has, however, been well described alrea~ and it will 
be more profitable to give some account of another 
cantata, "Gia nel'oblio profondo" (B.M. Harl.l265), ~bich 
is a more typical, if less arresting, example of Rossi's 
methods in the composition of the strophic bass. The 
te•t is above average in literary quality. The singen 
describes his burning, unresting feelings :for Glori, 
a:ontrasti:ag them with the quiet of nightfall which 
surrounds him. The cantata is written for soprano and 
continuo and is divided into Rossi• s usual scheme of 
three statements of the strophic bass, each of which in 
this case includes a short recitative followed b,y an aria. 
It will be convenient to quote the first stanza in its 
entirety. 
--------------1. By C.H.H.Parry in the•oxford History of Musi~" (1st 
edition) Vol.III (1902) pp.l53-154. Unfortunately 
Parry conveys the impression that Rossi invented the 
strophic bass fo~. 
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There are a number of points to m tice here. The 
s.hort.. opening reed tati ve looks oommonplace enough at 
:ftlrst sight, but in fact the low tessi tura of the -voi<re 
and the leaning o:f the harmony towards the flat (or 
"dark") side of the key show a scrupulous regard for the 
meaning of the text, and set in relief the bright treat-
m ent of the word "risplendon" which follows. 
The aria is fairly long for Rossi and shows him 
more concerned than usual with formal matters. It might 
well have ended at bar 19; but the continuation allows 
him, as well as some fresh material, a better ciimax, 
another modulation, and a more secure return to the home 
key, resulting in an aria of very satisfying proportions 
within a modest scale. Rossi's well-developed rhythmic 
sense is also shown to good advantage, with a nice 
balance of ia:nbic and trochaic metres and a charaarteristic 
use of hemiole. 
There are two further points which deserve remark, 
the first being the subservience of the bass. Its role 
is clearly a supporting one, and in this it is typical 
of the period. Rossi rarely allows his basses to take a 
more active part in the texture than this one does at 
bars 19 to 20. The secoDi point, which follows logically 
:from the first, is that there are no instrumental 
ritornelli. This is also tyPical of Rossi and his 
contemporaries and may be accounted for, as Dent suggests 
in connexion with Stradella, by the fact ·that "their 
instrumental technique was not advanced enough to give 
them the chance of relieving the voice by interludes"l 
But it also serves to illustrate how the early and middle 
Baroque composer was much more interested in the setting 
of the teart than in the development of purely musical 
form. 
-------------
l. Cf. ex.ll,p.32-33. 
2. E.J.Dent, "Italian Chanber Cantatas" (Musical .Anti-
quary, Vol.II, 1910-1911). 
-29-
rr 
IL~ 
rr. 
Extracts from the other two stanzas will illustrate 
how and how far Rossi alters the melodic line to 
accommodate new words. The voice part o~ the second 
stanza ke~s olose to the outlines of the first, but 
shows more use of melisma, particularly at the end of the 
recitative, 
Ex.7. 
.. I ...--.. I L tT 
1 .. 
- -
-~- - - - - - - - - - - - - - - - - - - - - - - ~ 
' . 
~ '"' 
and at the end of the aria. 
Ex. B. 
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(Example 8 also shows slight alteration of the bass part.) 
The third stanza onoe again shows increasing use of 
melisma at similar points in the text; at the end of the 
reoi tative, 
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and at the end of the aria. 
Ex.lO. (see next page) 
-30-
~ L 
- "I i~o, .. \1~- 0 
Ex.lO. 
.. I +. _l_ 
~ ... LJo.,- ,-ciet 
- ---
----- - - - - - -, 
' 
' 
... 
-s . 
iC r~ r_ r_br_ r -1~-. I r··IS! I i --If. I 
6 
Characteristic o:f! Rossi is this use of increasingl~ 
florid m elisma throughout a cantata, g1 ving the whole 
work the same kind of cumulative effect which we enjoy in 
a Bach passacaglia or in a set of variations by Brahms. 
Rossi's fiori ture are of quite a different genre :from the 
pyrotechnics which we associate with many of the late 
Baroque composers, such as those which Hasse wrote for 
Farinelli. They are always prompted by a sense of drama 
(as in "Gelosia che poco a poco") or by the expressive 
demands of the text. 
Less interesting are the recitative cantatas, which 
are generally long, in a declamatory style, and often 
with a short aria or ario so at the end. Many of them are 
laments and show the influence of Arianna• s lament in 
Monteverdi's opera of 1608. "Lasciate oh' io ri torni", 
which falls into ten sections, "Al so ave spirar" (L' Arione ), 
end "Erminia sventurata" (all of them in B.M. Harl.l265) 
are examples of this type, the last named being the most 
successful. 
The recitative cantata "Lasciate ch 1 io ritorni" 
might also be included in the third category -- that of 
the refrain cantata -- for the opening section .returns 
four times during the course of the work, serving as a 
ri tornello in much the same way as does the opening of 
Arianna•s lanent. The refrain cantata is the type most 
:frequently found in Rossi's output, and some of his best 
works are in this :form. Many of them are long and 
straggling, held together only by their key scheme (which 
-31-
rc. 
l 
is usually primitive) and the return of material heard 
earlier in the cantata. Sometimes the repeti tiona are 
of music only, at other times they are of both music and 
words. Sometl.mes a whole aria, or' even two, may be 
repeated; at other times only a short. arioso passage. 
The cantata "E chi non v•ameria" (B.M. Harl.l265) 
opens with two arias, the :first in F minor and the 
second in F major, which are followed by a recitative. 
These three sections are then repeated to different words, 
the whole cantata ending with a third appearance of the 
o:pening aria, making a clear-out rondo fo::tm (A B C A B C 
J,.). The cantata "Giusto cos:t v' a detto" ( B.M. Harl.l265), 
on the other hand, consists of nine sections, only one of 
which can be called an arta, and the returning portion is 
the short opening arioso of a mere four bars. 
There is, then, no set fo:rm for the refrain cantata, 
but most of Rossi's examples are somewhere between these 
two extremes. A particularly attractive work is the 
cantata ".Anime, voi che siete" ( B.M. Harl.lB63). As in 
"Gelosia che poco a poco" the subject here is jealousy, 
but the poet's treatment is more restrained, objective, 
and indeed almost cynical. "If you wish to know what 
jealousy is like", he says, "ask me about it". The musie 
is consequently lighter and with a melodic appeal which 
finds an immediate response from the modern listene~ 
The cantata begins with a recitative of thirteen bars 
( C minor) in a fairly simple style, and this is followed 
by an aria of as many bars which deserves quotation in 
full. 
Ex.ll. 
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The :fom of the aria (A Bl B2) is a oommon1 one, 
and one which we are to observe again in the c::antatas 
of S~adella and early Scarlatti; the immediate appeal 
of the present example no doubt derives from its balance 
of foUl!-bar phrases and its clear.ly defined, caden~es. 
Six bars of recitative follow, the text of which is 
immediately restated in the following arioso: 
Ex.l2. 
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Aften fifteen bars of recitative this section 
returns in 3/4 time, modified and extended as follows, 
the change in the metre of the text demanding a corres-
ponding change in time-signature from 3/4 to 6~. 
Ex.l3. 
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~ter a short recitative (seven bars) the cantata 
ends with a repeat of the aria quoted at example 11. This 
Jrepeat is in fact demanded by the text,. but nevertheless 
peldrorms a formal :function. The extracts quoted here are 
sufficient to show bow unified! the refrain cantata of 
Rossi can be. The beginning o:f example 13 was no doubt 
intended as a variation of example 12; whether or not 
Rossi was consci.oua of. the very close connexion between 
the second part of example 13 ( "Ogn.' om 'bra" etc) and the 
opening of example ll is immaterial to its formal 
importanee. 
The reci tati vee fulfil the musical purpose o:f 
uoodulating to the key needed for the next aria or arioso, 
though this is done without the foresight evident in the 
mature Scarlatti cantata. Although the cantata always 
begins and ends in the same key, there is rarely any 
:further evidence of a planned tonal structure, and Rossi 
is conservative in his modulations, never straying very 
far from the home key. He and his contemporaries 
certainly show a feeling for major and minor, but the 
use of contrasted keys :for structural purposes was one of 
the developments in which Scarlatti was later to play 
such a large part. 
A number of Rossi's cantatas show that alternation 
of recitative and aria which was to become the strongest fJo - fuA L 
of the cantata from Scarlatti onwards, but they tend, F ' -- ~ 
like the early cantatas of Scarlatti himself, to be 
rather long, straggling works, wi tbout sharp differentia-
tion between the various sections. Many of them show 
features of the refr ain cantata. The cantata "A la rota 
' 
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ala banda" ("La Fortuna") (B.M. Harl.l265), for example, 
may be analysed as follows: 
(l 
H 
~~ 
~~ ( lOl ( ll 
( 12 
(13 
Recit - B:flat - Gnin 
Aria - "Il no ocmier" ( Gnin 4/4) 
Reoi t - G ( 2 bars only) 
,A;rioso- 11M entre sorte" ( Qnin 3/4) 
Aria - "In vano amanti" ( Qnin 6/8) 
lie ad. t -- B flat 
Aria -- resembling ( 2t) al::ove ( Gmin 4/4) 
Reoit 
Aria -
Reoit 
"Chi fortuna non ha" (Refrain, B:flat 
6,113) 
Aria - Repetition of (9) 
Reoit 
Aria - Repetition of ( 9). 
I~ is important not to lay too much stress (as some 
commentators have) on the more or lese regular alternation 
o:f reeitative and aria in works such as "lJa Fortuna". 
Such a structure is rare in Rossi, and, moreover, one 
receives the impression that it is the result of chance, 
of the demands of a specific text, rather than of a 
deliberate intention to set recitative and aria in juxta-
position. Also, the recitative has not yet the structural 
significance nor the subservience to the aria that one 
:finds in later composers. Nevertheless the position that 
such works hold in the development of the cantata form is 
an interesting one. 
Many of the remarks just made on the cantatas of 
Luigi Rossi may be extended to include those of his 
contemporaries at Rome and Venice. We find in the 
examples of Carissimi and Cesti the three main forms for 
the cantata- strophic bass, recitative, and refrain -
which we have seen in the work of Rossi. 
Giacomo Carissimi ( 1605-1674) was born in Rome and 
spent the greater part of his working life there as 
maestro di cappella at Sant• Apollinare. He is remembered 
as the first outstanding composer of o:c.atorio, and 
especially of the beautiful "Jeptha", but he also gained 
r:ecogni tion in his day as a wri tar of chamber cantatas 
and made a speoial contribution in his humorous examples 
of the fol.'lll, such as the "Requiem Jooosum" and the 
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autobiographical "Teatanentum Aaini". In their basic 
~rms Cariasimi' a cantatas folloVi Rossi, but he made 
some interesting attempts to combine the atrophic baas 
\\'i th features of other types of cantata. The very 
moving lament of Mary Queen of Scots, "Ferma, lascia 
ch'io parli" (B.M. Harl.l265), for example, includes 
two stanzas in C minor on the same bass within long 
stretches of free recitative in G minor. "No, mio core" 
(B.M. Harl.l501 & 1270) shows an even more interesting 
construction, a combination of strophic bass and refrain, 
v;hich may be outlined as folloVia: 
(ll Arioso 3/2 ------} 
2 Aria 4/4 ------ Refrain 
} 3. ,Arlo so 3)42 (Vii th refrain from 1)-~------
(4) Aria 4/4 -------- Strophic bass 
( 5) Aria 4/4 ------
The absence of recitative which we notice here, 
and also in many other cantatas, may perhaps reflect 
Carissimi's lack of interest in opera. Certainly, he 
seldom rivals Rossi's powers of dramatic ree!itative, 
but he has, on the other hand, a more lyrical floVi of 
melody, a much more adventurous approach to modulation, 
and a greater variation of lt"ey between the various 
sections of a Viork. A feature of his harmony is the so-
called neapolitan sixth, while another characteristic 
( almost a mannerism, though found to a certain extent in 
his contemporaries also) is his habit of immediately 
repeating the opening phrase of an aria in another key, 
more often than not a fifth higher. Sequential patterns, 
in both recitative and aria, become more frequent with 
Carissimi. 
All these features are displayed in a very attractive 
cantata, "Almeno un pensiero" ( B.M. Harl.l272) whiM., like 
certain othe~ cantatas by Carissimi, approaches very 
closel~ the 'Neapoli tan• form of the mature Scarlatti. 
In this work the chains of' Love are likened to those of 
the prisoner, and it opens with a fairly extended ternary 
aria (or more properly binary with coda) of Vihich the 
following is the first part: 
Ex.l4. (see next page) 
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The repetition o:f. the :first phrase in the dominant 
mimor and the use of the (:implied) neapo 1i tan sixth at 
bar 11 are tYPical o:f. Carissim::i, and it is to be obseJrVed 
that the insertion of a bar in a different time-signature 
is a prac.tice not confin.ed to Rossi. The middle sea:tion 
of the aria is concerned mainly with sequential working-
out of the fo1lo~ing figure: 
Ex.lo. 
l 
a.L ~L ~e fe -vo 
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within the same key scheme ( Bflat - C minor - G minor). 
The coda shows a return to the opening wo:nds o:f the aria, 
"Almeno un pensier.o ", but., curiously enough, not to the 
first music. 
Twenty-eight bars o:f recitative :follow, more 
restrained than Rossi ·would have made them, bu "t with a 
more carefully thought out structural organization in 
the modulations, and showing characteristic repetition 
o:f certain telling phrases as well as meliema when the 
text demands it. 
Ex.l6. 
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The aria which :follows this, "Gia fui vinto", is 
worth quoting in full. 
Ex.l7. 
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Once again Vie notice a number of things oharactemstfc 
o:f Carissimi; the repetition of the opening phrase in a 
related key, the interesting and well-planned modulations, 
and a leas carefUl regard for the accents of the text than 
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we would expect from Rossi. The anapaestia metre oft bars 
18 and 27 (and incidentally the identical rhythm o~ 
example 15) is another feature o~ Carissimi's style, 
though be shows even greater predilection for the dactyl. 
We carm.ot fail to observe also the clear ternary form of 
the aria or the careful construction o~ the individual 
sections. It cannot strictly be called a da capo aria, 
because the return of the opening lines is shortened, 
and modified to present the same sequence of modulations 
while ensuring a return to the tonic (in much the same ?.·ay 
that Schubert often modified the key scheme in the 
recapitulation of a sonata-form movement). The fo:rm of 
the aria shows a degree of forethought: rarely to be found 
in Rossi's a.r.ias, although the instrumental ri tornello is 
still absent. Carissimi clearly felt the need of some 
kind of coda at bar 40, but he could do no bet.ter than 
echo the last phrase. The bass, it will be observed, 
shows no advance on Rossi in its share of the interest. 
The cantata ends with ten bars of recitative followed 
by a repeat of the aria "Gia fui vinto". The whole work is 
most interesting for the way in which it so closely approaches 
the plan which Scarlatti was to adopt for the majority o~ 
his cantatas only after a period of experiment on other 
lines. 
Pietro Antonio Cesti (1623-1669) spent much o~ his 
li~e at Venice, Florence, and Innsbruck as well as at Rome, 
but it is not unreasonable to suppose that some at least 
of his cantatas were written for performance in the city wh~ 
the form was particularly cultivated. He was, in fact, a 
pupil of Ca.rissimi at Rome, and it is not surprising that 
his cantatas follow, in outline at least, t.boee of his 
master and of Luigi Rossi; but he seems to have made 
something of a reputation as a composer of satirical works. 
One such, "La Corte di Roma"; a setting of ?.·ords by his 
~riend Salvator Rosa, describes the 'dolce vita• of Roman 
high society and has retained some of the fame which it 
enjoyed for a number of decades. Much more interesting 
to the musician, however, is the satirical cantata 
"Aspettate, adesso canto" (B.M. Harl.l863). 
The text of this cantata might also have been the 
work of Salvator Rosa for it is written in the same .., ____________ _ 
1. Printed in Riemann, "Kantaten-Frdhling Vol.II (Leipzig). 
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satirical vein as his "Satire", and indeed the target of 
attack is similar to that of the first of the "Satirea 
("La Musica"). The cantata begins with a recitative 
which serves as a refrain since it recurs, in whole on 
in part, a number of times throughout the work. 
Ex.l8. 
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The singer never in fact completes any of his songs. 
Like a musio-hall comedian he is continually interrupting 
himself until the audience is finally let down with the 
following: 
Ex.l9. 
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--------------1. The first two bars of the basso-continuo are blank 
in the MS. 
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This is a rather weak joke and espeaially so when 
extended to over four hundrecl bare of music. The musia · 
itself is tuneful but not otherwise extraordinary and it 
must be admitted that the interest is primarily li~erary. 
However, the work does present us with some interesting 
and valuable information about the contemporary attitude 
to the singer and the song. We learn from the following 
extract, for instance, 
Ex.20. 
n f .. __._ 
not only that the teaching of musical theory followed 
strict Guidonian principles (which we know in any case 
:from the wri tinge of contemporary theorists) but also that 
Cesti, like Scarlatti at a later date~ was able to assume 
a fair knowledge of these principles in his audience. 
It is interesting, and perhaps comforting too, to 
learn that the conventional amatory texts of many of the 
cantatas and songs of the day were not always taken 
seriously. After beginning a tyPical love-song Ceeti 
breaks off with: 
-----------
1. See p.ll4. 
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and goes on to say that no matter where you go you her.e 
nothing but "pupillette, Filli, Lilla, luci belle" and 
o then such "harzellette ". Nevertheless, it was pr.ea!i.sely 
these "barzellette" which were to furnish the stock-in-
trade of cantata wrl ters for a further eighty years, and 
one can only assume that the conventions of cantata texts, 
like those of opera libretti, were accepted as uncritically 
by the seventeenth-century audiences as are the words of 
popular love-songs by their admirers to-day. 
Later in the same cantata we learn something of the 
passion for·singing which was cultivated in Rome at the 
time, espec:i..ally in this case by the women -
Ex. 22. 
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------------------l. This and the following bar of the basso-continuo part 
are blank in the MS. 
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and (in a second stanza to the same music) by thein 
daughters: 
"Vi sara qualche figliola 
che non sa ~· manma o tatta 
e pur vedeti applicata 
a ridir la solfa in scuola. 
Hor co 1 maestro sola sola 
va epartendo le battute 
p erche stima gran virtute 
canter franche le note in su e in giu". 
We find similar expression in Salvator Rosa's first 
satire: 
"Il modesto piacer rotto ha il compasso 
E a popolar la music a sem enza 
Have i euoi Missionarij ancora il Chiasso. 
Chiama in Roma piu gente alla sua Udienza 
L'Arpa d'una Licisca Cantatrice 
Cb.e la Ca:Dpana della Sapienza. 
Ad un Musioo bello il tutto lice; 
D1 cio ch'ei fa ch'ei brama, ottiene il vanto: 
Che un bel Volto, che canta, oggi e felice." 1 
This cantata by Cesti is its own witness to a 
vigorous activity in cantata writing. Such works wene 
evidently wrltten to meet a constant demand, and it 
seems, if we m~ judge :from the following aria from the 
same work, that the majority were very short lived. 
The use of a chaoonne bass betreys Cesti' s Venetian 
connections. 
Ex.23. (see next page) 
---------------1. S.Roaa, "Satire" I (Amsterdam 1664?) pp.6-7'• 
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One would expecmt Cesti to enter into the spirit o:f 
the text of this cantata by introducing quotations from 
other songs or cantatas well known at the time. I have 
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been unable to discover any exact correspondences. 
Exanple 23, above, is immediately followed by a phrase 
to the words "Non si puo resisterpiu", which serves as 
a refrain for this section of the work: 
Ex.24. 
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-This bears considerable resemblance to part of a canzone 
by Cavalli, Cesti•s contemporary at Venice, the manu-
script of which is in the library of the Consarvatorio 
G. B. Martini at Bologna. Both are in the same kay, have 
the same time-signature, and are similaJ'l in modulation, 
hamony, and melodic outline; but these similarities 
probably display a common musical language rather· than a 
conscious borrowing. The cadence in which the fifth of 
the dominant chord rises a step before falling to the 
tonic., a prominent feature of both examples, is charac-
teristic of the period. Here is the relevant. passage 
in the song by Cavalli :"1 
Ex.25. 
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-----------1. The canzone is quoted in fUll by L.Torchi, "canzoni ed 
.Arie i taliane ad una voce nel secolo XVII" (Hi vista 
Musicale Italiana, Vol.I, 1894). 
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Contemporary with Cesti at Venice was Barbara 
Strozzi (dates unkno~n), whose contribution to the develop-
ment of the cantata has been exaggerated by many writers, 
but whose works are not without significance. Re~erenoe 
has already been made to Galliard' s account of her. work; 
but the claims he put forward for her were merely those 
which she made for herself in the preface to her "Cantata, 
arie e duetti" published at Venice in 1651, in which she 
claimed priority for the invention of a form which con-
trasted recitative and aria. Although her claims were 
unjustifie4, it is nevertheless true that recitative and 
aria are more often and more sharply differentiated in her 
eantatas than in those of many o:f her contemporaries in 
Venice and Rome. This is particularly noticeable in those 
o:f her works which break up a ground bass structure with 
interposed recitative sections. 
Barbara strozzi was the adopted daughter of the poe~ 
Giulio Strozzi and a pupil o:f Cavalli at Venice. She 
waDnly acknowledges her indebtedness to hermaster Cavalli 
in the preface to her second published work, the "Cantate, 
ariette e du etti" op. 2 (Venice 1651). 
"Inanimi ta da mol ti Pro:fessori di questa bell 1 
arte, e particolarmente dal Sig. Francesco 
Cavalli, uno de' piu celebri di questo secolo, 
gia della mia fanciulezza mio cortese precet-
tore, ho pubblicata al mondo questa seconda 
mia :fatica." 
The first cantata o:f strozzi' s third book (venice, 
1654) is ruil t on a strophic bass :framework of three 
stanzas ( "Olore che reprime ella lingua di mani:festare il 
nome della sua cara"), but she shows greater partial.i ty 
for the ground bass proper, and especially for the 
chaconne consisting o:f a descending tetracho:rd. Riemann4 
-----------1. See p.l7. 
2. H. Riemann "Dar 1 Basso Ostinato' und die .Anf!nge der 
Kantate" {sammelb!nde der Internationalen Musik gesels-
s cha:ft, Vo l.XIII) • 
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has dra~n attention to the frequent use of this same bass 
by other early cantata composers at Venice, notably 
Ferrari. 
Barbara Strozzi's opus 2 was dedicated to Ferdinand 
III of tustria on the occasion of his third marriage to 
Eleonora Gonzaga of Mantua, and includes two chaconne 
cantatas, no.l4, "Udite amanti" ( "L'Eraclito amoroso") 
and no.l6, "Voglio morire" ("L'Amante segreto"); the latter 
begins as follows: 
Ex.26. 
Occasionally the ground is altered by the insertion of an 
F between the A and the G. The scheme of the whole 
cantata may be outlined as follows: 
Ground bass, C major 3/2 - 13 times: 
Recitative, A minor 4/4 - 4 bars 
Ground bass continued - 6 times 
Recitative, A minor 4/4 - 15 bars 
Ground bass continued - 5 times 
Recitative, G major 4/4- 12 bars 
Ground bass continued - 10 times 
Recitative, A minor- 12 bars 
.Aria 3/2, ending with short arioso 4/4. 
In this cantatas, and in others as well, Barbara Strozzi 
shows an expert handling of the recitative style. We 
notice verbal repetition to musical sequences, a certain 
amount of imitation between voice and bass, and a fairly 
wide range o:f modulation. The recitative which makes up 
section ( 6) o:f the cantata "Voglio morire" presents a 
good illustration of her style. 
Ex.27. (see next page) 
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Ex.27. 
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A woman composer, like Dr. Johnson's woman preacher, 
i a sure to at tract attention for her very rarity, but 
Barbara Strozzi has not been included in this account 
merely because she was the only woman to write cantatas. 
We do aCillire the performance, and her cantatas hold an 
important position in the development of the form, even 
if this position is a humbler one than that Yihich she 
claimed for herself. 
Other cantata composers active at Rome during the 
period o:f Rossi and Carissimi include Abbatini ( 1598-1680), 
Marazzoli (d.l662) 7 Bernabei (1620-1687), Savioni (dates 
unknown), Caproli \ d.l683), Tenaglia (dates unkno\\Tl), and 
Liberati (d. after 1685). The Roman school has been treated 
in some length, for if there is no oomposen· to attain the 
stature of Alessandro Scarlatti as a writer of chamber 
cantatas their works as a whole have a variety, freshness, 
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and sincerity not to be found in later periods. Non 
can the achievements of later composers be fully 
appreciated without some understanding of the advances 
they made, particularly in matters of form and key 
relationships. 
* * * 
From Carissimi to Scarlatti 
D:lring the twenty or so years preceding the early 
v.·ork:s of Alessandro Scarlatti the popularity of the 
cantata as an art fo:rm spread throughout all the musical 
centres of Italy and, to some extent, abroad. Naples, 
the city which -.as to produce more writers of cantatas 
than any other city, began to emerge as a leading centre 
of musical activity, espeaially in the field of opera. 
Provenzale and stradella, the two composers moat impor-
tant in the development of the cantata between Cariaaimi 
and Scarlatti, were both in some way associated with 
Naples. 
Francesco ~venzale (prob.l627-1704) was bor.n 
and died in Naples and spent the majority of his working 
years there, principally as a teacher at the Conservatorio 
dei Turchini, one of the ci ty• s four famous schools of 
music. Onl~ nine of his cantatas are k:nol\11 to-day. Two 
of these with obbligato parts for two violins, in the 
Conservatorio di Milano, are described in detail by Hugo 
Riemanni the other seven, in the library of the Conser-
vatorio di S.Pietro a Maiella, are the subject o:f an 
article by Guido Pannain! Only those described by 
Riemann show the 'Neapolitan' :form which we associate 
with the later Scarlatti. They are undoubtedly later 
works than the other seven and were possibly influenced 
by Scarlatti himself; the remainder show a variety and 
waywardness in their layout such as we associate with 
Scarlatti's early cantatas. 
-----------1. "Handbuch der Musikgeachichte" Vol.II(2), 2nd edition 
ed. Alfred Einstein (Leipzig, 1922). 
2. "Francesco Provenzale e la lirica del suo tempo" 
'Rivista Musicale Italiana Vol.XXXII,l925,p.497 et.seq). 
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More important (and more accessible) are the 
cantatas of .Alessandro Stradella ( 1642-1682). Hess .. 
listed 193 of them, and some thirty others have come to 
light since be wEOte. Little is kno~ of stradella's 
life outside the realms of legend and colourful 
conjecture, but although he seems to have been most 
active in the North there can be no doubt that his 
cantatas were kno'V\n at Rome and Naples since their 
influence is seen in the early works of Scarlatti. 
With Stradella the form of the cantata is still 
determined by the text. The strophic bass is no longer 
used because the possibilities of structures based on 
key-relationships are becoming more widely understood; 
but the refrain is still used to preserve unity in longer 
works -- and often in short ones also. Many of 
Stradella' s long cantatas which are broken into a number 
of short sections, like some of those by Rossi and early 
Scarlatti, are on texts dealing with historical and 
mythological figures. A fine example is "Gia languiva 
la notte" ("Medea tradita") (B.M. Add.MS.31487), and 
another, "Sopra un' eccelsa torre" ( "Il Nerone"), seems 
to have been one of the beat known of Stradella's 
cantatas. The British Museum possesses three manuscript 
copies of it for bass voice and continuo, and the Royal 
College of Music, London, has a rather unsatisfactory 
arrangement transposed a fourth higher for soprano; 
The story of Nero and the l:urning of Rome never 
fails to arouse the imagination, and it is dif:ficul t to 
account in any other w~ for the popularity of this 
work since the music is nearly all in recitative style, 
relieved by a couple o:f arias and the following refrain, 
which occurs four times in all: 
Ex.2s. (see next page) 
----------
1. "Die Opern .Alessandro stradellas" ( 1906). 
2. British Museum Add.MSS.31487, 31488, and 33234; Royal 
College of Music MS.ll02. All versions differ in 
minor details. The quotation given here is from a 
collation of B.M. Add.MSS.31487 and 31488. 
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The construction is very simple, but what is impor-
tant to notice is the way that Stradella has extended no 
more than two very short ideas using only five words to 
make a complete musical paragraph of twelve bars. This 
shows a definite grappling with the problems of musical 
form and it is this development of thematic material, as 
will be more fully demonstrated later, which gives 
Stradella• s arias a sweep and flow not often to be found 
in the cantatas of earlier. composers. 
The instrumental passage which concludes this refrain1 
-------------1. This appears in only one of the cited MSS. It and other 
similar passages may be the work of a later hand. 
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is worthy of notice. Such instrumental portions are by 
no means common in Stradella's cantatas but they do 
appear more frequently than in those of his predecessors, 
and are a feature which was fUrther developed by the 
generation of composers which succeeded him. On the few 
occasions when Stradella provides an introductory 
instrumental ri tor.nello for an aria, in the manner which 
later became almost invariable, the thematic connexion 
between it and the opening of the aria which follows is 
as a rule very slight. In the cantata "Se Nerone mi 
vuole morte" (B.M. Add.MS.31488), which tells of the death 
of Seneca and may be regarded as a companion work to 
"Sopra un eccelsa torre", two o:f the four arias have 
instrumental introductions, though in each case the voice 
part which immediately :follows soon abandons its rather 
flimsy connexion ~ith the bass opening: 
Ex. 29( a). 
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Idfferentiation between recitative and aria is more 
clear in the cantatas of stradella than in those of the 
Roman and Venetian schools, and the alternation of one 
with the other is made with the obvious intention of 
providing form and contrast. The cantata "Forsenato 
p ensier" ( B.M. Add. MS. 31489) provides a clear example of 
this and of stradella's methods in general. The text is 
amatory and dra\\'s its images :from the sea. It begins 
with a short arioso, followed by a recitative which 
modulates rather timidly from E major to B major, the 
dominant of the aria which follows. This aria is largely 
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concerned with the rather labourea working-out of the 
initial rhythmic phrase of the melody: 
Ex.3o •. 
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and the bass, which remains in crotchets almost through-
out, plays a very subordinate role. A return of the 
opening arioso and a further fourteen bars of recitative 
are follov;ed by two other arias of more interest. Both 
are splendid examples of stradella' a tightly-knit 
construction; the first, "Delle speranze mie", is concerned 
exclusively with two ideas, a four-bar phrase mainly in 
minims and a descending crotchet. scale which has the 
character of a fugal counter-subject: 
Ex.3l. 
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Much is made of the possibilities of ~itation and 
of combining the two ideas. In fact the bass is noV\ equal 
in melodic importance with the soloist, and the descending 
scale is gradually extended until it subnerges the other 
idea~ 
Ex.3& 
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The aria ends with an exciting ~lourish, the voice leaping 
up two octaves to descend almost as far again: 
Ex.33. 
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The apparently curious difference in key between the 
beginning and the end of this aria ( arioso might be a 
more appropriate term though it is some sixty bars in 
length) is explained by the ~act that the text (incomplete 
in itself) is a continuation of the previous recitative, 
which began in A major. The final aria is in E major, the 
key of the cantata. 
This work displays a number o~ ~eatures, typical of 
Stradella and his contemporaries, which sum up the main 
changes in the approach of composers to vocal music, or 
more exactly to vocal chamber music, during the period 
between Carissimi and Scarlatti. Most o~ these stem from 
what is basically the ascendancy of the aria over the 
recitative, and o~ the music over the text. Not only does 
the recitative cantata, which ·we ~nd so movingly treated 
by Carissimi, disappear altogethen, but the recitative 
portions of the exisiing type of cantata tend to be 
shorter, and both the ~ine dramatic coloratura of Rossi 
and the lyrical effusions of Carissimi are gradually 
replaced by a more continuously 'parlando' recitative 
style. It should be added, though, that the seventeenth-
century Italian composer always preserved a scrupulous 
regard ~or the inflexions o :f the text. 
In the aria, on the other hand, an entirely new 
kind of melisma is to be observed; a melisma primarily 
concerned not with emotional intensification nor with 
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pietorial representation, but with the purely musical 
development o:f melodic phrases. For the first time since 
the polyphonic schools o:f the sixteenth century we :find 
vocal composers interested in extending the music beyond 
the demands o:f the words. In the aria (or arioso) by 
Stradella just described some sixty bars o:f music are 
:fitted to only six words, "Delle speranze mie sommerge 
l'ali". The greatest composers will always try to ensure 
that this primarily musical melisma is in good taste, but 
the dangers o:f emptiness and extravagance are not always 
avoided. In the :final aria o:f the same cantata Stradella 
writes the :following passage: 
Ex. 34. 
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and this is by no means among the worst o:f his excesses: 
The stimulus :for this tYPe o:f melismatic writing 
probably came :from the example o:f instrumental music, 
particularly :for strings, which was making rapid advances 
at the time. Nearly all the passages :for which Stradella 
is :frequently censured may be explained, i:f not excused, 
as the desire o:f the composeD. to incorporate into vocal 
--------------
1. See Dent, op.cit.p.l7. 
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pieces procedures and techniques learnt from instrumental 
music. 
Stradella died in 1682. Scarlatti probably began 
writing cantatas four or five years before this date. 
}.1 though his early style shows the influence of Carissimi, 
Cesti, and Legrenzi, it was with those of stradella as 
his foundation that he was to bl..dld his O'Y.n imposing, 
unequalled, and infinitely varied treasure-house of 
chamber cantatas. 
* * * 
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CHAPTER THREE 
---------... _ _._ 
.ALESSANDRO S C.ABLATTI : TEE EARLY CAN TATAS 
---------------------------------
Dent saw in Scarlatti's music five distinct creative 
periods/ Schmitz, leaning heavily on Dent and allowing 
himself a surprisingly small proportion of space for the 
discussion of Scarlatti, divided the cantatas into three 
periods: and this triparti tion has been accepted by Luigi 
Ronga} It is as follows: 
1. Those cantatas written before 1703, 
2. 1703-1708 (the period of Scarlatti's residence 
in Bome as assistant maestro di cappella at s. 
Maria Maggiore, and 
3. 1708-1725. 
This makes a neat biographical and geographical partition 
but hardly takes into consideration the changes in style 
and form which Scarlatti made in the cantata, particularly 
during the period from about 1693 to about 1698. There is 
little appreciable difference between a cantata written in~ 
say, 1701 and one written in 1705, but if we compare a 
cantata of 1699 with one written four years earlier we shall 
be confronted with many profound changes in both form and 
style. And while it is true, as Dent points out, that 
many of the later cantatas "are written round some inter-
esting problem of form or hamony": it. is also true that 
many others show no such concern and might easily be taken 
:for earlier works. 
Indeed the chronology o:f Scarlatti's cantatas 
presents a difficult problem, for only about a hundred and 
------------1. ~ticle on Scarlatti in Grove, 5th edition. 
2. E. Schmitz, op. cit. 
3. L. Ronga, "Moti vi cri tici su Alessandro Scarlatti " 
( Ri vista Musicale Italiana Vol. 56 1954). 
4. E.J.Dent, "Alessandro Scarlatti" CLondon,l905) p.l91. 
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thirty of the six hundred or eo that he wrote are dated 
in manuscript copies, and some of these dates conflict 
between one manuscript and another, while other dates 
must be regarded as doubtfUl from internal evidence. 
However, by reference to the dated cantatas and by com-
parison with the operas (which are easier to date 
accurately), it is possible to estimate with some 
confidence the rough chronology of undated cantatas. 
Consideration of the works themselves rather than 
of the accidents of their author's career lends preference, 
at least for present purposes, to a division into only 
two periods. The two most important and far-reaching 
changes introduced by Scarlatti into the form of the 
cantata were the standardization of the overall structure 
into the 'Neapolitan' pattern (of two or more arias each 
preceded by a recitative) and the almost exclusive use of 
the da capo form for the arias. Scarlatti seems to have 
made regular use of the Neapolitan form only from about 
1699 onwards, and although the da capo aria makes its 
appearance at a much earlier date it is at first short 
and rudimentary in design, and exists alongside arias in 
binary and other forms. The mature da capo aria estab-
lishes itself at roughly the same time as the Neapolitan 
structure, and it is at about this time that we notice 
the maturing of Scarlatti's vocal chamber style as a 
whole, particularly in matters of harmony and melodic 
construction. Later works show an enrichment of this 
new-found mastery rather than any deviation from it. The 
present chapter will therefore deal with the cantatas up 
to 1698, though it is hardly necessary to add that the 
transition from early works to later ones was a gradual 
one. 
The early cantatas show the influence of the Roman 
school, especially Cariasimi, and of stradella. After 
a childhood spent in Sicily, Alessandro Scarlatti (1660-
17 25) passed his youth and early manhood in Rome, and it 
is difficult to overestimate the extent to which this 
environment must have influenced his later career as a 
cantata composer. Here the compositions of the chief 
masters of the fom circulated freely in manuscript or 
publications, and the young Scarlatti must have spent 
many evenings listening to them in company with other 
musicians, ~erhaps assisting at the harpsichord (which he 
played well), and studying them in private. It •as at 
-59-
Rome that he made his O\\n first essays in the form, and 
it was for Rome at a later date that many of his finest 
cantatas were written. There is much evidence to 
support the theory that Scarlatti actually studied with 
Carissimi at Rome, though the association could not have 
been a long one because Scarlatti did not arrive at Rome 
until he was twelve yea1s old, and the aged Carissimi 
died two years later. 
The most obvious point of sjmilari ty between the 
early cantatas of Scarlatti and those of his immediate 
predecessors is their diversity of fozm. Some are quite 
short; many remind us of Rossi and Cesti in their 
sprawling length. While the division between recitative 
and aria is sharply drawn from the start, their regular 
al tarnation is not always apparent in the early works. 
Frequent use of 3/2 time is another Roman, even Venetian, 
characteristic, as is also the use of texts written 
round some historical or mythological personage. 
Other features of the earlier cantatas include the 
use of binary fonns and ground basses, gradually replaced 
by the da capo fom, for the arias; the careful treatment 
of the recitative, involving much melismatic and contra-
puntal writing; and a conservatism in the scheme of keys 
used. In their harmony and modulation the early cantatas 
are, as a whole, rather rudimentary, even at times crude; 
bu~ it must be remembered that the harmonic possibilities 
of the comparatively new major-minor system of tonality 
were just beginning to be discovered during Scarlatti's 
early ):tears, and it was not until a few years before his 
death that they were codified by Rameau. 
* * * 
FOr the overall form of his early cantatas Scarlatti 
is, entirely dependent on the text. The cantata "Las cia 
piu di tomenta:rmi" has only three sections, while both 
11Lasciato havea l' adul tero superbo" and "Bulla sponda 
fiorito d'un rio pargoleggiante" are in as many as twelve 
parts. Those with instrumental accompaniment tend to 
be longer than those supported only py continuo, and some 
of these might possibly have been written, like the 
serenatas, for special occasions. Setting these aside, 
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it seems true to generalize that the longer the work 
the earlier is its date of composition. 
Like Rossi, Scarlatti generally feels the need to 
unifY these long ~orks with some kind of refrain. Some-
times this may take the fom of a complete aria, some-
times a portion of arioao, and occasionally both. The 
cantata "Son pur care quelle pene" appears in 'Mite 
William Croft his Book, July 6th 1697' (R.C.M. MS.llOl) 
but certainly dates from a number of yea:ra previous to 
this. Ita opening aria is repeated once at about the 
middle and again at the end of the work, producing the 
following layout: 
Aria : Son pur care, D major 4/4 
Recit-arioso : Non avanti, 4/4-3/2 
Aria : Cupido ho uno atrale, A major 6/8 
Aria : repetition of ( 1) 
Recit : Ma perche, 4/4 
Aria : All'armi, D major 4/4 
Arioso : Ch' il mio core, 3/2 ( 9 bars) 
Recit : No, piu non si tardi, 4/4 
Aria : repetition of ( 1) :-
Although we associate a refrain particularly with long 
cantatas it is by no means confined to them alone, nor 
is it exclusively the property of the early cantatas, 
as we shall observe in the next chapter. In both these 
cases, however, it is a short arioso rather than a whole 
aria which returns. 
The alternation of recitative and aria-- invar-
iable in the later works -- is usually to be found in the 
early cantatas also, but the exceptions are sufficiently 
numerous to make us realize that at this period Scarlatti 
was at least as concerned with faithfUlly serving the 
text as he was with musical structure for its o~n sake. 
And while the recitative fulfils the structural require-
ment of modulating in readiness for the succeeding aria, 
or to end the work in the same key as it began! i~s 
------------1. For a description of another ~tantata similar in 
design, "Augellin, sospendi i vanni", see Dent, op.cit. 
pp.l2-13. 
2. Any Italian cantata which begins and ends in different 
keys must be viewed with suspicion. See Appendix I,p. ~ 
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purelJ musical importance is by no means subordinate to 
that of the aria. 
Indeed it would be no exaggeration to say that in 
the early cantatas Scarlatti lavishes his best music on 
the recitatives. Much of their interest derives from 
his typically Baroque penchant for descriptive and 
expressive word-painting; this applies also to the later 
cantatas, but the early ones are considerably richer in 
this respect. The cantata "Qui dove alfin m' assido" 
( "Il rossignuolo ") is undated in the manuscript ( B.M. Add. 
MS.l4220) but it is undoubtedly a late work, probably 
written after 1710. We are concerned at the moment only 
with the early cantatas, blt it will be convenient to 
quote from the second recitative of this work, ~a, oh 
Dio", since it contains a passage which will serve as a 
catalogue of many of the descriptive effects which can 
be observed in the early works • The passage describes 
the nightingale, and Roman Vlad' a description of 
Stravinsky' a nightingale music -- "il canto palpi tante 
di un essere vivo che fa fremere qual mondo irrigidito 
in una glaciate cerimoniosi ta""' -- would not be inapprop-
riate here. 
Ex.35. 
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1. R.Vlad, "Stravinsky" (Einaudi,l958) p.63. 
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This is, of course, something of a•tour de force•, 
and would be even for the early cantatas. As well as 
obvious parallels, such as the ascending phrase on the 
word "ascende u and the trill on "trilla", we find in this 
extraet a number of procedures which f!P to make up the 
stock-in-trade of Scarlatti's descriptive vocabulary: the 
augmented and diminished intervals at the words "s' addolora", 
th.e broken phrase for the word"sospira", and the alter-
nation of two notes on "marmorando". The hocket effect 
on words to do with sighing is a derivation from 
madrigalian technique, while the slow alternation of 
adjacent notes on the verb "mormorare" is often used to 
suggest a lulling effect similar to that produced by 
Benjamin Britten in the Keats sonne~ from his Serenade 
for tenor, horn, and strings, op.31: 
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Scarlatti's expressive, or emotional, word-painting 
is full of cliches which he ahares with his Italian 
contemporaries; one can be sure of finding the appropriate 
treatment of the words "pianto", "peno", "moro", and so 
on. The later works supply the richer effe~ts, but the 
fo llonng extract from the cantata "Co lui che fisso mira" 
(16S6) (B.M. Add.MS.l4l63) shows that Scarlatti has fully 
mastered the neapolitan sixth and the diminished seventh 
for both expressive effect and the purposes of modulation: 
Ex. 37. 
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Musical symbolism plays a considerable part in 
Scarlatti• a word-painting. The word "co stanza", for 
example, is almost invariably set to a long note in the 
voice part - though rarely with such a prolongation as in 
the early cantata "Un incredula spera:nza" ( R. C. M. MS. 581): 
Ex.38. 
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The words "lungi", "lontananza", and the like, which 
occur frequently in the cantatas when the beloved offends 
by his (or her) absence, are generally accompanied by wide 
intervals, and the idea of distance is often further 
emphasized by the use of triadically unrelated notes 
(major sevenths and minor ninths are common), as in the 
:following example :from the cantata "Gia vicina e quell' 
hora", 1699 ( Cardif:f Public Library, Mack\\·orth collection, 
MS.l.l9): 
Ex.39. 
1) 1 
[ill """~~ ~-s'- a . - -~ ~·~- --- --
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~ .,.. 
Sometjmes wide intervals are coupled with a long, winding 
phrase (cantata, "Fra tante pene e tante", 1706, B.M. Add. 
MS. 31510): 
Ex.40. 
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It was doubttess passages such .as these that Dr. 
Burney had in mind when he wrote o:f Scarlatti's 
"irresistible temptations to ?iring the ear V'iith crudities". 
---------------1. Not 1705 as stated in Dent, op.cit. 
2. Burney, "General History of MusiC'" (Mercer edition) 
Boo lt IV P• 629 • 
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Title-page of the cantata "Colui che fisso mira" by 
Alessandro Scarlatti. From the autograph in the British 
Museum (Add.MS.l4163) 
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The censure is not altogether fair. Such 'crudities' are 
part of the common musical language o:f the day and find 
a place in the cantata as early as Sances, i:f not before. 
His cantata ''Pietosi, allontanatevi" (1633? opens as 
:follows: 
Ex.41. 
P • I •. '~-TO- SL I ~ •· .•• I a.(~ (~t. rn~ ka.~ ~-v.i . 
Melodic angularity o:f this kind was out o:f tune with the 
musical aesthetic o:f Burney's day. What the venerable 
doctor :found in Scarlatti more than in other composers 
-was a melodic line 1\'hich was dictated by a vigorous and 
adventurous harmony, especially in the later works. 
A;rioso plays a large part in the recitative sections 
. of the early cantatas. one often finds an extended 3/2 
arioso used to close a recitative, as in the cantatas by 
Venetian and Roman composers, or even used as a completely 
independent movement. More common is the insertion o:f a 
short 3/2 arioso section in a 4/4 parlando recitative, 
where it is generally used to illustrate some deeply 
emotional or pathetic feeling in the text. A typical 
example is the following passage :from the opening 
recitative o:f the cantata "Correa nel seno amato n ( B.M. 
Add.MS. 31506): 
~ 
Ex.42. 
II'\ I I l 
1_, 
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1. Reproduced in "La Flora" ed.Kiru.d Jeppesen, Vol. II (Copenhagen 19~). 
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A more common type of arioso, and one found quite 
frequently in the later cantatas also, is that which involves 
no change of time-signature but burgeons from the 'parlando' 
reai tati ve at the expressive demands of the text. Though 
mostly quite short such passages are often highly organ-
ized, with much imitative interplay between voice and bass. 
The same recitative from the cantata "Correa nel seno 
am a to" provides an example typical of Scarlatti 1 s methoda: 
Ex.43. 
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The change :from 'p arlando' to ario so style in passages 
such as this is often accompanied by the direction "a 
tempo 11 , :from which we may assume that the singer was 
:fnee to take liberties with the time in the recitatives. 
Dent•s suggestion that Scarlatti's recitatives were 
intended to be interpreted in strict common time is, 
therefore, a strange one: 
The imitation betl\·een voice part and baas, which 
is the strongest :feature o:f these 4/4 arioso passages, 
was sometimes developed on much broader linea. In the 
opening recitative o:f the cantata ''Morirei diaperato" 
(B.M. Add.MS.l4164), :for example, there is a passage 
almost entirely in canon at the fifth which, with more 
adventurous modulations and a few suspensions, would 
hardly be out o:f place in a two-part Invention by Bach: 
Ex.44. 
j_ 
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--------------1. E.J.Dent, "A Pastoral Opera by Scarlatti" (Music Review 
Vol.XII, ~51, p.l2). 
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An even more consciously academic passage ocaurs in 
the cantata "Deh per merce" (B.M. Add.MS.l4l64). Here 
Scarlatti seems so preoccupied with contrapuntal matters 
that consideration o£ the text takes second place: 
Ex.45. 
"' "" 
I 
1 .. d\e. ~es-m~vk cSO.S- p~ -ra .qd ~( ~ ~\aM.- - .. --~~;- -b_; - -
6 
ill 
-
...-;::::=! 
j•-
- -
- 96 
- - i~- - - - - .;-... -~.- - - - -; - - -.,.. 4- .. 
-
~ f r- b.+ .. 
.... 
'!'I I I 
-
~ 
1'\"-S - f( t!r +i _.-;_os-~J~ ~~"'" + • dle ""'t.' - iz\ kol' '"' ~.(-~..of ... "'e~ -.. .-. .. 
"' 
11\ ./1 
-
......-::~ 
"" 24. lwH •. --~-""· p.-4~-- --h.- -
-i. - ---------- - - - - - --![\;. lr. + .,. .,. ... ~. 
t ~S' 43[?] t 
-71-
~ 
\ 
"" - -
""""'-
!o.l -.... 
-
~ • 
- - - - - ~~-- - - - - - - - - - - - ~.2 - + ~-- -"; -
..... I> ~ ~ 7b 
.,., 
.. 
-s() 
~ +:tt+ 
-
' ' 
~ v 41 
It was not without good reason that Scarlatti was renownea 
for his learned style. The extract just quoted, with its 
invertible counterpoint., its chromatic movement, and its 
syncopation, reminds us of that 'ne plus ultra' of Baroque 
contrapuntal contrivance, Bach's "Die Kunst der J!Uge": 
Ex.46. 
• • 
-
( Contra;punctus XIII) 
• 
Modulation in the modern sense is not a strong 
point of the early Scarlatti's style, and both the above 
examples suffer from the lack of forward thrust which a 
well-planned scheme o:f modulations would g1 ve them. 
Nevertheless they are interesting, and important in the 
development of Scarlatti's vocal chamber music. Such 
passages would be out of place in the operas, but it is 
just this active interplay between voice and bass which 
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proves one of the chief sources of delight not of the 
r.eci tatives, but of the arias in the later cantatas. It 
is largely this contrapuntal skill which lends distinction 
and vigour to the later works, setting them apart from 
those of Scarlatti's contemporaries in Italy, who can 
often rival him in sensual appeal but rarely in 
in~ellectual beauty. 
This reliance on counterpoint means that Scarlatti's 
cantatas suffer more than those of most other composers 
when they are performed with pianoforte accompaniment. 
The nineteenth century is often blaned for "Romanticizing" 
Bach; and there is no do6bt that taste in the performance 
of Baroque music is better informed now than it was fifty 
or sixty years ago; but errors of judgement still exist, 
and it is becoming commonplace to witness performances of 
the Brandenburg concertos in spacious concert-halls or 
cathedrals with a large body of strings conducted from the 
harpsichord. The result is that the harpsichord, when 
audible, is heard not as the noble, sonorous instrument 
which Bach knew, but as a tinkling symbol of our present 
passion for performance "as the composer would have heard 
it". Common-sense indicates some kind of compromise, but 
none is possible in the perfozmance of Scarlatti's cantatas 
unless much of their beauty is to be lost. No amount of 
skilful left hand cantabile from the pianist can compen-
sate for the sustaining tone of the violoncello, and the 
harpsichord must be used if the contrapuntal texture is to 
be heard clearly. 
we must be careful not to give the impression that. 
every read. tative in the early cantatas is rich in 
passages such as those quoted abovet Ve~ few, however., 
-------------1. Do we not render equal disservice to Baroque (and 
Classical) composers when we allow modern compositional 
techniques to intrude into analyses of heir works? ~ 
we learn an;fthing about Scarlatti (or Sb en berg for 
that matter) by pretending that certa±n/passages in 
Scarlatti's work which happen to make use of all, or 
nearly all, the twelve notes of the chromatic scale are 
for that reason significant? For an example of this 
kind of criticism see J.Edmunds, "Chamber Cantatas --
The Masteq of Alessandro Scarlatti" in Tempo no.42 
( 1956-1957). 
2. Tb3recitative quoted at example 45 was evidently thought 
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are without interest, and the majority, in their use of 
descriptive and expressive word-painting, of 3/2 arioso 
and 4/4 imi ta ti ve arioso, have a freshness and exuberance 
which is often missing from the recitatives of the 
eighteenth-century cantatas. 
A comparison with the recitatives of the early 
operas reveals a profound difference between the chamber 
and theatre styles. Passages such as that from "Deh per 
merce" quoted at example 45 v.·ould, of course, have been 
quite out of place in an operatic recitative, where the 
plot must move forward swiftly. B.lt the exigencies of 
the drama cannot altogether explain the comparatively 
colourless recitative we find in many of the early operas. 
In 'i.a Statira" (Cardiff Public Library, MS.l.3), first 
pro.duced at Rome in 1690, there are but few passages of 
arioso, even in the most pathetic scenes. In Act I Scene 
10, for example, we find Statira, the heroine, imprisonecr, 
her father dead, and the remnants of his army in chains. 
Alone, she laments their downfall. "Inhuman Alessandro, 
cruel Demetrio, and still more cruel Fate", she sings, 
but the music itself is quite perfunctory. 
Ex.47. 
II\ ~ ~ ~ 
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extraordinary even for Scarlatti, since it is found 
as an independent item in a :mmJber of manuscripts (e. g. 
B.M. Add.MS.31412, and St.Michael1 s College, Tenbury, 
MS.900). 
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A cantata from the same period ~ould sho~ much 
greater care over the composition of the reaitatives, 
and the comparison serves to illustrate ~hat has already 
been mentioned; that when writing chamber musia Scarlatti 
could count on a higher degree of intellectual apprecia-
tion than he would receive from an opera audience. It 
also serves to illustrate the difference between operatic 
and chamber recitative styles in general, a difference 
which was recognized by musicians of the period. Pier 
Francesco Tosi distinguished three types of recitative: 
ecclesiastic, theatrical, and that which "a giudizio di 
chi piu intende, si accosta piu degli altri al cuore, e 
chiamasi reci tativo da camera". He attributes the 
peculiar quality o:f the chamber recitative to the words, 
~hich, he says, are "dirette (poco men che tutte) allo 
sfogo delle passioni piu violente dell' animo" and ha~, 
therefore, to court reality in their interpretation•. 
* * * 
Alessandro Scarlatti is so often associated with 
the use, sometimes even with the invention, of the da 
capo aria that it comes as a surprise to find that it is 
only after the age of about forty that he uses it as the 
invariable fo:rm for the arias o:f both operas and chamber 
cantatas. In the very early cantatas the da capo fo:rm 
is little used, and until about 1697 it exists alongside 
arias in other forms, mainly binary. Both the arias o:f 
the earliest dated cantata (1688) are in da capo :form, 
but as late as 1696 we find the cantata "Colui che fisso 
mira" with only two of its four arias in that form. 
The arias of the early cantatas include a large 
number built on ground basses, showing Scarlatti's 
indebtedness to previous composers. In the cantata 
"Sulla sponda fiori ta d1 un rio pargoleggiante" ( "L' Adone") 
(B*M. Add.MS.l4l64) for example, there are no less than 
three ground bass arias, though it is unusual for a 
cantata to contain more than one. Scarlatti's use of the 
1. :P.F.Tosi, "Opinioni de' cantori antichi e moderni, o 
sieno osservazioni sopra il canto figurato" (1723). 
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~orm is not o~ten satisfYing. The basses themselves are 
usuall~ quite pedestrian, neither melodically attrac~iva 
nor giving much scope ~or harmonic invention. The first 
aria, "Voi ridete", from the cantata just mentioned is 
built on a bass typical of the type: 
Ex.4B. 
Almost invariably Scarlatti has to transpose the 
bass into di~~erent keys to avoid harmonic monotony. The 
one just quoted appears three times in B minor, six times 
in D major, twice in F sharp minor, five times in A majo~ 
~our times again in F sharp minor, twice again in A major, 
once yet again in F sharp minor, and finally returns to B 
minor with five appearances. The whole conception is way-
ward and extempore in character, and the change ~rom one 
key to another is rarely skilfully done. Moreover, the 
vocal part tends to be chopped into phrases corresponding 
with the length of the bass melody, without that artful 
use of overlap which we so much admire in the ground 
basses of Scarlatti's contemporary, Henry Purcell. 
One o~ the best ground basses in the early cantatas 
of Scarlatti, and one largely free :f:rom these various 
defects, is that to be ~ound in the cantata "Poi che 
riseppe Or~eo" (B.M. Add.MS.315ll). In ~act the work as 
a whole is most interesting, and a beautifUl example o~ 
Scarlatti's very eanly style. The myth o~ Orpheus and 
Eurydice served the seventeenth-century cantata composers 
as well as it did the opera writers of the period. The 
use of mythological and historical texts -- what Scbmi tz 
calls "Sujet-kantaten" -- is a feature of the early 
Scarlatti rarely if ever to be ~ound in his later cantatas, 
which are, with but few exceptions, o~ the pastoral, 
Arcadian type. In this particular work Orpheus laments 
Eurydice's death and resolves to descend into the under-
world to seek for her. 
It is written ~or soprano and continuo and falls 
into ~ive sections, beginning with a recitative in E 
minor. The instrumental coda which ends this section is 
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written out in fUll on two staves, a pra~tice occasionally 
to be observed in the e~ly works, but never in the later 
cantatas, where contrapuntal interest disappears from the 
reci tatives. The B mimor aria, "Crude stella", which 
follows is in a rudimentary cia capo :fiDl!lll without intro-
duction. Stylistically it looks back to the early 
Florentine monodists and its gentle melisma reminds us 
of some of the songs of Caccini. It is in the nature of 
a meditation for the voice into which the bass rarely 
intrudes. After another recitative the ground bass aria 
appears, and here, for once, Scarlatti shows himself a 
master of. the form. The bass itself is a five-bar phrase, 
the tempo is Adagio, and the harmonic ~cfitions, 
suspensions, and falling intervals ( ;J/~it'1i-:fourth, 
augmented :fifth, and major seventh) all contribute to 
give added e:ffeat to the words ('~ianga il rio"): 
Ex.49. 
1!1 g .. ' r u It r I fiP I J. 
... 
,, 
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Scar~atti makes no attempt to :force his melodic 
line into :five-bar phrases, and the result is a :free-
flowing vocal part which belies the strictness o:f its 
structure. The ground is transposad (to B minor, F sharp 
minor, and A major) in the course o:f its eleven state-
ments, but in this case Scarlatti allo~s himself a free 
bar (and in one case two free bars) between each change 
of key, and is thus able to make his transpositions more 
smoothly than he usually does. The cantata ends with a 
recitative, "E morta lamia cara", typical o:f the early 
works in its expressive word-painting. 
Though it is evident that the ground bass did not 
come easily to Scarlatti it is not difficult to see why 
he persisted in using it in the early works, :for it 
provided him with a serviceable :framework :for the aria 
which did not exist outside the ground bass, and which 
he had not yet succeeded in :fashioning :for himsel:fi. The 
arias of the earliest cantatas which are not in ground 
bass :form are generall~ long and straggling, with little 
contrast between the melodic phrases and little sense o:f 
direction in the modulations. Ternary :forms are con-
-77-
spicuously rare at first, the majority of the arias 
being either through-composed or in the extended binary 
form (A Bl B2) which we have already met1 in the works of Luigi Rossi, Carissimi, and Stradella. 
The arias of the cantata "Nel silentio comune" 
(B.M. Add.MS.l4163) are typical (so far as it is possible 
for any of the early works to be called typical) of 
Scarlatti• s methods before about 1685, and the cantata as 
a whole contains many points o:f interest which recur 
frequently during this early period. Of the four arias 
in the work, which is scored for soprano, two violins, 
viola, and continuo, the first is on a ground bass and 
reference will be made to it later in the chapter. The 
second, ''Pupilla care" in G minor, is through-composed 
and begins with a ri tomello for violins in unison and 
continuo which heralds the opening vocal phrase: 
Ex. 50. 
Opening ri tornelli are by no means the rule in the early 
cantatas, but. are often found in the few arias where the 
strings play throughout. It will be noticed that the 
'Devise• is not confined to the da capo aria, with which 
it is so often associated. Before considering the 
remainder of the aria it will be convenient to quote the 
text in fUllj the letters a, b, and c indicate different 
musical ideas. 
"Pupilla care, 
se cosi avare 
voi mi negate 
i do lei sguardi, 
1. c~ ex.6 and ex.ll. 
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It 
• 
deh ancor cessate } 
d'avventar dardi b 
centro il mio seno; 
o nol ferite, 1 
o lo mirate almeno." I c 
The phrase quoted at example 50 is continued to 
aacommodate the first four lines of the text, and is 
fOllowed by a new idea for the succeeding three lines, 
a melody which fluctuates between C minor and B flat: 
Ex.5l.(violins' part omitteQ) 
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and a new phrase, beginning in C minor, is :introduced 
for the last two lines: 
Ex.52.(violins' part omitted) 
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Nowhere in this cantata are the difficulties which 
Scarlatti found in managing his modulations more clearly 
evident than in the last lines of this aria, where the 
music hovers between B flat major and C minor as if the 
composer were doubtfUl how to return to the tonic. 
In an aria with a la.JrOut such as this - that is, 
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without the return o:f any of the melodic material --
Scarlatti has often to rely on a seoond stanza to provide 
contrast and formal shape, and arias with two stanzas 
(never more) are a feature of the early cantatas which 
he discarded after he had completely developed the da 
capo scheme. Here, however, unity and balance are 
achieved by recurring semiquaver figures in -the unison 
~olins, and by a :final repetition of the opening 
ri tornello. 
The remaining arias, "Se negasti vegliando" and 
"Acc:ioche rimbombe", are both of the binary type (A Bl B2) 
already described. The second o:f them, in C major, the 
key of the cantata, demonstrates very clearly Scarlatti's 
handling of the form. The text is as follows: 
"Accio che rim bom be } 
intorno al ben mio a 
il suon de martiri, 
dian :fiato alle trombe} 
d'amante desio b 
i caldi sospiri." 
Clear metrical and rhyme schemes give rise to a more lucid 
musical pattern. After an instrumental introduction (the 
aria is accompanied by fUll strings) the voice sings the 
opening phrase, which is cast in obvious imitation o:f a 
trumpet: 
Ex. 53. 
r~W JEtE IErcerrrurrEICs nttltt 
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Italian trumpets in Scarlatti's day were in D, and the 
whole aria is very much in the style of his early D major 
arias with trumpet obbligato, such as we find in some o:f 
the operas and in the cantata "Sulle sponde del Tebro" 
( B.M. dd.MS. 31487). Modulation to A minor brings a new 
idea (Bl) for the last three linea of the text; the 
trumpet style is maintained: 
Ex.54. (see next page) 
-so-
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Ex. 54. (string parts omitted) 
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The whole of this section, words and music, is then 
repeated (B2), beginning in F major and ending, rather 
abruptly, in c. The aria ·shows most clearly not only 
Scarlatti's handling of the binary form but also the 
extent to which the style of many of the early concerto 
writers was indebted to vocal composers. The whole 
movement 'Viould sound well played by a solo trumpet and 
string orchestra. 
Also to be found in the early cantatas are simple, 
short binary arias with repeats, frequently based on 
dance forms; these reveal the same basic structure which 
Scarlatti's son, Domenico, was to adopt for his keyboard 
'essercizi'. Examples may be seen in the cantatas "Sulle 
sponda fiori ta d'un rio pa.rgoleggiante" ( B.M. Add.MS. 
14164) and "E pur vuole il aielo" ( B.M. Add. MSS. 31491, 
22104, and 31490 'f among others. 
Ground basses and binary fo:rms account for the 
majority of arias in the early cantatas, and binary forms 
continue to be used aide by side with the da capo form 
until about 1696, after which date they are discarded 
altogether. Scarlatti's earliest da capo arias seem to 
date f.rom about 1683, and nearly all the arias in the 
opera "L' Olimpia -qendicante" ( B.M. Add. MS. 37976), first 
perfo:rmed on December 23rd 1685, are in a rudimentary 
ternary form, as are both the arias in the earliest dated 
cantata, "Las cia piu di tormenta:rmi" ( B.M. Add.MSS. 29249 
and 31518), written in 1688. 
---------------l. This cantata is certainly earlier than 1706, the date 
g:i ven, though queried, by Dent ("Alessandro Scarlatti", 
London, 1905). 
2. The cantata bears no date in either of the B.M. manu-
scripts. Dent (op.cit.) lists only the MS in the libra~ 
of the Paris Conservatoire, and presumably that MS bears 
the date 1688. A musical incipit kindly supplied by M. 
B. Bardet of the Paris Conservatoire confinns the identity 
of the B.M. manuscripts. 
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To trace Scarlatti's adoption and gradual develop-
ment of the da capo aria makes a fascinating study. 
Four important steps in his approach towards the fom 
may be noticed; 
(a) 
("b.) 
(eo) 
(d) 
the importance of those arias which show the 
alternation of two (or more) melodic ideas, 
the ternary ha:rmonic frame'VI·ork of most of 
his ground bass arias, 
the realization of the potentialities of 
modulation and key contrast as formal faetors, 
and 
the supply of the necessary verse forms. 
Before amplifying these points we should make it 
clear that Scarlatti was by no means the only composer 
actively concerned with the developmen~ of the da capo 
aria, or indeed with the chamber cantata as a whole. 
Some of Bassani' s cantatas, and one might. mention 11 Dal 
crudele Daliro nl ( 1682) and "Bella piangente" 2. ( 1699) as 
accessible examples, are certainly not conservative 
compared with Scarlatti's works of the same dates. 
When discussing Scarlatti• s progress towards the da capo 
aria, therefore, we should perhaps add a fifth point to 
the four already mentioned -- the example and stimulation 
of othe~ compos•rs working in the same direa.tion. 
Along v.·i th the ground basses and binary arias of 
the early cantatas are to be :found a :few others which 
show some alternation of two or more sections. A readily 
accessible example is the aria "E :fortuna sentir" from 
the cantata "Pensieri, oh Dio, qual pena"; where two 
melodic idees alternate, though each is set to the same 
iiext, showing the :fonn: 
Al ( C min) - Bl ( G min) -- A2 ( C min) -- B2 ( G-Onin) 
Arias such as this, though not common, are important 
in the development towards the da capo aria, for they 
alone among the earlier tYPes show a conscious attempt 
at contrast between two melodic sections, which is, of 
course, its main feature. 
1. Printed in Riemann's "Kantaten-F.rtfhling" (Leipzig n. d.) 
2. Described by H.Prunieres in Music & Letters, 1926. 
3. In 11La Flora" Vol. I, ed.K. Jeppesen (Copenhagen 1949). 
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We have already noticed how Scarlatti usually 
transposes the bass, often to a number of different keys, 
in the middle parts of his ground bass arias. In doing 
this he occasionally comes very close to the key schemes 
later adopted for the da capo aria. For instance, the 
alto aria "Cb.e le fieri" from the duet-cantata 11E pur 
vuole il eielo" shows the following layou~: 
F major - three statements A 
D minor - two statements ) B 
A minor - fa.1r statements ) -
F major - six statements A 
which, if without the balance of the da capo aria, shows 
one of its basic key schemes, where the middle section 
begins in the relative minor and ends in the mediant 
minor. Sometimes (for example in the aria "Nel dormir" 
from the cantata "Nel silentio comune") Scarlatti couples 
the return of the opening key with a return to the 
opening text and vocal melody, making the ternary form 
even clearer and sometimes even resulting in a genuine 
da capo aria. 
The da capo aria, like the ritornello concerto 
which we associate first ~~th Vivaldi and Albinoni, is a 
form based on key relationship and cont~t. While it 
would be an exaggeration to say that Scarlatti's early 
harmony is in any way modal (except in the 1 alla Palestrina' 
church music which be was called upon to write all his 
life) it is nevertheless obvious that the da capo aria, 
like the Venetian concerto, had to await the development 
of modulation built on modern major-minor harmony wi tb 
its bircle of fi:f.ths'. The modulations of the early 
Scarlatti da capo arias are as conservative as those of 
the laten ones are adventurous. 
At first we find the da capo aria existing along-
side arias in binary forms and even ground basses, in 
both the cantatas and the operas: As bas already been 
said, the da capo aria needs a text which allows the 
--------------1. Dent's statement that "Alessandro Scarlatti did not 
use ground basses for very long; after about 1685 we 
find none" (Proceedings of the Musical Association 
Vol.XXX (1903-1904)) is not strictly true.~Oronte•a 
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first part to be repeated without destroying the sense, 
and there must have been some period o:f experiment bef.ore 
the poet began to supply such a text :for every aria as 
a matter o:f course. Examination o:f those cantatas which 
include both da capo arias and others in binary :forms 
shows that in nearly every case Scarlatti uses the binary 
structure ·where the particular text would not in any case 
allow repetition o:f the opening lines. (A glance at the 
text quoted on page so, for instance, will reveal the 
i11possibili ty of using it :for a da capo aria.) The 
adoption of the da capo aria, by other composers as well 
as by Scarlatti, goes a long way towards explaining the 
change in the nature o:f the texts which coincides with 
it.. :For whereas prev.iously any poem of sui table length 
and subject could fUrnish the material for a cantata, the 
text had now to be tailored to fi i: the da capo aria. The 
composer was therefOre forced to accept the current 
literary vogue, and the comparative catholicity o:f 
Scarlatti's early cantatas soon gives way to the ste~eo­
typed situations of the pastoral-amatory Arcadian verses. 
The da capo arias of this early period are rudi-
mentary in form. Many have no instrumental ri tornelli 
at all, others have only an introduction, only a short 
interlude in the middle of the aria, or only a coda, and 
all are short. The middle section of the aria is 
particularly brief.i the modulations few, and the composer 
has too etten to fa 1 back on automatic repetition o:f a 
phrase to obtain a satisfactory balance. Scarlatti is 
obviously preoccupied with problems of form and the 
natural flow of his melody is temporarily restricted. 
The 'Devise', already an occasional feature o:f the binary 
aria, makes an early appearance, and the practice of 
repeating the music to a second stanza persists. 
The aria "Gemme che mi cingete il sen" from the 
duet-cantata "Amica, hora che Aprile" (B.M. Add.MSS.31488 
and 31506) may be taken as fairly typical of the early da 
capo aria, and is here quoted in fUll: 
Ex. 55. (see next page) 
--------------ground bass aria, "Mai non cede" in "La Statira" (1690) 
Act I Scene a is probably not an isolated example. 
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Ex. 55. 
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This is then repeated to a second stanza. The 
:feeling of shortviindedness in arias like this one is dis-
pelled later only when Scarlatti has mastered the art and 
science of modulation to keys other than those most nearly 
related to the toni~. We notice in the present example 
the use of the 'Devise' at the middle as well as at the 
opening section, probably because it allows the composer 
a method of phrase extension without having to invent new 
material. An instrumental ritornello between the first 
two sections would have made the whole piece longer, but 
Scarlatti e;ppaJtently felt it inadvisable to allow the 
vocal part to be thus interrupted in an aria of such 
bre"'i ty, and consequently he also curtails the opening 
ritornello at the repeat. Besides, instrumental technique 
had not yet reached the standard where the composer would 
entrust the player with more work than he considered 
absolutely necessary for a balanced design. 
Strictly speaking this aria, like many s:imilar ones 
of the same period, is not a da capo aria, for the music 
is written out in full. The praa:-tice of inserting the 
direcrlion 11 da capo" a:fter the middle section of the ternary 
aria does not become ?.'idespread until the ma1ure examples 
of the form, when no doubt the labour of transcribing the 
musi~ played a deciding part in its adoption. 
When an aria is accompanied by strings, as in the 
operas o» those cantatas which include obbligato string 
parts, it is common practice for the violins to anticipate 
the opening phrase of the vocal part in an introductory 
ritornello. Where the accompaniment is for continuo alone 
the composer may choose between two alternatives; either 
he may begin with an independent bass melody which will 
then serve as a support for the opening vocal phrase, or 
he may anticipate the vocal line itself, as in the aria 
quoted at example 55. .Among the most satisfying arias in 
Scarlatti's later cantatas, as we shall observe in the 
next che;pter, are those in which an independent bass part 
provides rhythmic thrust as a foil to the vocal cantilena, 
its figures piercing the texture and unifYing the whole. 
In the earlier cantatas, ho~ever, Scarlatti seems to 
favour the second method, probably because his approach to 
instrumental music is still very much that of the vocal 
composer. Where the other method is used the result is 
often a kind of •moto perpetuo• bass line with continuous 
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quave:n. or semiquaver movement, which we often come across 
in the cantatas of Stradella. As an example of Scarlat~i•s 
methods we may quote the opening of the aria "S' ogni 
fiamma" from the cantata "Io morirei con ten to" ( R. c.M. MS. 
581): 
Ex. 56. 
Compared with the recitatives of the early cantatas, 
the arias, and especially the da capo arias, show consider-
able restraint in the use of word- painting and melisma. 
The place for vocal pyrotechnics v;as the oper a- house and 
passages such as the follov;ing, :from the opera "Le Nozze 
con 1' Inimico" ( B.M. Add. MS. 31517) produced at Naples in 
1695, never blemish the pages of a chamber cantata: 
Ex. 57. 
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* * * 
Of Scarlatti's vast output of chamber cantatas only 
about sixty use instruments other than those of the con-
~inuo, the most common obbligato parts being for two 
violins, the solo instruments of the purely instrumental 
trio-sonata. "Nel silentio comune" is one of five solo 
cantatas vd th accompaniment of full strings (two violins, 
viola, and basso-continuo)~ As is usually the practice 
in such works, the cantata opens with an introduction for 
the strings alone, which in this case comprises three 
short movements, each in binary form. The first of these 
is a highly contrapuntal 'Grave' presenting two main ideas, 
a rising arpeggio in crotchets and a quaver fi~re 
distinguished by the leap of an octave. 
Ex. 58. 
~-
.)C. I 
S' 
" f 4 J 
1. The other four are: ( 1) "Da dupplicati oggetti" (R. Con-
servatoire~ Naples); ( 2) "Oh di Betlemme" ( B.M. Add. MS. 
14165) f ( 3) "Sulla sponda del mare" (Imperial Library, 
Vienna); ( 4) "Ferma omai fugace e bella" (Rome). 
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At bar nine the music comes to rest on an imperfect 
cadence, and after a silent bar Scarlatti proceeds to 
work out these two ideas in inversion for another nine 
bars: 
Ex. 59. 
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These eighteen bars, played slowly and quietly, 
'V\·ould make a sui table introduction to the opening words 
of the cantata (which have been quoted on page sixteen) 
but this movement is, in fact, followed by two others 
very much contrasted in mood. Scarlatti bad not yet 
esta~lished the famous 'Italian' overture, and the form 
seen here -- a short, slow prelude followed by a number 
of dance movements - is one often found as the intro-
duction to an opera. The first of these dances is a 
• 
' Courente• , also in C major and in binary form. The 
composer seems to have been seized by an almost Bartokian 
enthusiasm for inversion in this prelude, for once 
again the opening figure, 
Ex.60. 
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appears upside do~n after the double bar. 
Ex. 61. 
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The last part of the introduction is a short, simple 
minuet in chordal style, also in C major and in binary 
form with repeats. The minuet ~as often used by Scarlatti 
to end his operatic 'sinfonie' and is usually, as here, in 
6/8 time; 6;13 metre ~as the normal one for the seventeenth-
aentury Italian minuet, ~hich was a much faster dance than 
the 3/4 movements of Haydn and Mozart. 
Immediately after the instrumental overture the 
voice enters in an accompanied recitative ~ith the ~ords 
quoted on page sixteen. Tbe strings supply a serene, peace-
ful background for the voice which could not possibly have 
been achieved with the usual continuo accomaniment. 
Ex.62. 
I :x. 
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( JX>es one read too much into Scarlatti's methods of formal 
construction in suggesting a deliberate connexion between 
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the opening of the 'Courente', the recitative, and, by 
inversion, the initial ' Grave'? The answer would be an 
unqualified "yes" were it not that in other cantatas 
Scarlatti's similar intentions are unmistakeable. In the 
ear ly cant ata fo r soprano, two violins, and continuo, 
"Ben mio, quel veme alato" (B.M. Add. MS.31506), for 
example, the opening 'sinfonia' begins: 
Ex.63. 
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and this is quite obviously fashioned vd th the opening of 
the first recitative in mind: 
Ex.64. 
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Other examples of the same thing which spring to mind may 
be found in the cantatas "Oh di Betlemme al tera", where 
the connexion is rhythmically dis€J.:tised, and "Alma, tu 
che dal cielo" (B.M. Add.MS.34056), where the voice enters 
vd th a "tonal" reference to the instrumental theme.) 
The 'recitative stromentato' first appeared in 
Scarlatti' a operas in "Olimpia vendicata" in 1685, and 
"Nel silentio comune" probably dates from about then. 
The composer seems to have made at first a deliberate 
association of accompanied recitative with peaceful night 
scenes end sleep. The example in "Olimpia vendicata" is 
sung by Bireno in Act III before she falls asleep after· 
being drugged by Olimpia.1 Act I of "La Statira" ( 1690) 
--------- ----1. The passage is quoted by Dent, op.cit.p.46. 
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opens with Oronte on guard outside the tents o~ the 
Persian army and once again accompanied recitative is 
employed to portray the peace o~ a moonlit night: 
Ex.65. 
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The cantata "Notte ch'in carro d'ombre" ~or soprano, two 
violins, and continuo also begins vdth a 're(}itativo 
stromentatd, and similar passages are to be ~ound in 
other works. 
Many o~ these recitatives, including those from 
which quotation bas been made, are directed to be pe~ 
formed "senza cimbalo" and yet the bass is ~igured. Could 
this have been "~or rehearsal only", or merely through 
~orca o~ habit? More probably the latter, although the 
carefully figured manuscript in the British Museum (Add. 
MS. 34056) of the cantata "Alma, tu che dal cielo" contains 
two accompanied recitatives "senza cimbalo", neither o~ 
which is ~igured. This cantata also contains an example 
of 'recitative stromentato' in a more broken style, a 
l'ter development made possible by advances in string 
playing generally and in the composer's o~n experience, 
and allowing a greater dramatic impact. 
Many o~ the examples above have been given in score 
to show how old-fashioned is the orchestration. Parts 
cross ~reely, making a kind o~ paper counterpoint which 
is o~ten unperceived by even the most attentive listener. 
The passages quoted at examples 60 and 61, for instance, 
are both spoilt by this practice ~or in neither case is 
the imitation between the ~irst violin and the bass 
clearly audible, and yet this imitation is quite visibly 
the 'raison d'etre' of the writing in both cases. It 
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would be easy to excuse the miscalculations of a yet not 
fully experienced composer, but the same kind of writing 
is found in the later works, and is not confined to Scar-
latti. Even in purely instrumental pieces, such as the 
concerto, where one would expect a more carefUl approach 
to orchestral writing, passages such as these are foundf 
Can we see in them the composer trained in the tradition 
of vocal music attempting to integrate the old choral 
style with the new harmonic instrumental music, without 
at first realizing that the comparably greater difference 
in timbre between the voices, and the association of words 
with musical line, enable vocal counterpoint of this kind 
to be more easily perceived than similar string counter-
pain~? It is difficult to believe that the composen was 
satisfied with the results of such passages in performance, 
and yet it seems unlikely that he would rehearse his 
players to strive for an effect which he could so much 
more easily achieve by a different distribution of the 
parts. 
So :far as the arias are concerned, the strings are 
usually confined to a closing ritornello which treats 
the initial vocal phrase in a contrapuntal, imitative 
manner; occasionally they will play both an opening and 
closing ritornello in simple style. Less often are they 
allowed to take part throughout, and then only to echo 
the vocal phrases or to provide a single-strand counter-
point. Scarlatti seems reluctan~ at first to allow the 
strings actually to accompany the voice, though he does 
so on occasions, as we shall see presently. 
* * * 
In artistic merit the early cantatas o:f Scarlatti 
are very uneven. There is about them a :freshness and 
spontaneity o:f form and utterance for which Vl'e often 
look in vain in the later works, but there are few which 
are not marred by some clumsy harmony or pedestrian melody. 
Scarlatti was unfortunate to live at a time when the 
cantata, and not the cantata alone, ·was going through a 
period of transition, and indeed much of his early 
-----------1. See A.J.B.Hutchings, "The Baroque Concerto" (London, 
1961) pp.284-285. 
-93-
maturity was spent in developing and per~ecting a :form 
and style in opera and cantata which Viould serve his 
musical and expressive intentions. Moreover, he was 
dealing with texts l\'hich rarely do anything to hide any 
deficiencies in the music. 
There are, however, a :rrumber of works l\'hich would justifY serious attention from singers to-day, as well as 
many extracts of great beauty. The cantata usulle sponde 
del Tebro" no doubt OVies much of its popularity to the 
brilliant l\Titing :for solo trumpet and to the very moving 
accompanied arioso ''In:felice miei lumi", but it can 
hardly be said to shoVi Scarlatti's chamber style at its 
beat: One of the early cantatas which maintains a 
:fairly consistent high level of inspiration and ViOrkm an-
ship is "Correa nel seno amato" (B.M. Add.MS.31506) :for 
soprano, two violins, and continuo. It is one of the 
many cantatas in which the soloist is at once narrator 
and principle character. Daliso tells of his passionate, 
and of course unrequited, love :for Eurilla. 
The wonk opens with an introduction in B :flat 
major for instruments alone; in :form and style it is not 
unlike that of "Nel silentio comune" already described: 
and reference has already been made to the richness and 
variety of the long recitative Vihich :follows! The :first 
aria is one of the most beautifUl of all those to be 
found in the early cantatas and the temptation to quote 
it in fUll is very strong. It shows Scarlatti's most 
complete mastery of the old extended binary form (A Bl B2), 
and is particularly interesting, from a :formal point of 
view, for the structural significance of the ritornello. 
It is much more than an introduction, :for portions of it 
recur twice in different keys during the :first section of 
the aria,each time succeeded by :fresh vocal material. It 
was not until many years later that Scarlatti began to apply 
this procedure to the da capo aria. The strings play 
throughout, not merely echoing the vocal phrases but 
accompanying them and sometimes weaving imitative counter-
points around them. 
------------l. The work has been recorded in the Deutsche-Grammophon 
Archive series (APM 14024). 
2. See pp.88-90. 
3. See pp.68-70. 
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The opening soprano phrase, a f'ine example of' the 
'bel-canto• style, shows a very expressive rise, the 
dotted rhythms and rests in the strings (derived f'rom 
the ritornello) acting as a gentle f'oil to the long held 
notes in the solo part: 
Ex.66. 
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An imper~ect cadence in C minor makes way f'or a contrasting 
theme to which the diminished f'ourth lends a plangent 
~one. Imitative entries in the violins, with the bass 
silent at f'irst, conf'ine themselves to the same notes as 
the voice sings with an insistence which conveys a sense 
of' grief' which, in its utter hopelessness, transcends the 
meaning of' the words themselves. 
Ex. 67. 
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Sbor~ extracts cannot convey the many beauties of an 
aria which, in its classical dignity and purity of 
expression. invites comparison with Lully' s ":Bois epais". 
The aria "F.resahe brine" follows after a short 
recitative. Hene we find Scarlatti at his most straight-
forward and relaxed. Though not so rich in material as 
tbe previous one this aria has an immediate and irre-
sistible melodic appeal. It is cast in abort da capo 
form, the violins being employed only in the opening and 
closing ritor.nelli. The first section will give some 
idea of its character, though it will not be adequate 
to show how Scarlatti's melodic invention is maintained 
through the whole aria. 
Ex. 68. 
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The two remaining arias are not of such a high 
standard. The third, "Dolo amato", a D minor aria, 4/4, 
in binary form (A Bl B2), relies too much on instrumental 
echoes of rather foursquare vocal phrases. The last aria, 
uonde belle" ( G minor, 4/4) is more interesting, and 
indeem. something of a rarity in early Scarlatti, for it 
is entirely concerned with the contrapuntal working out 
of a theme stated first by the second violin unaccom-
panied: 
Ex.6~. 
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Although the voice states this theme only twice (the 
'Devise' is used) before proceeding to material quite 
independent :from it, the violins and bass continue its 
working out throughout the aria. It would be misleading 
to mention the word "fugue" in this connexion, rut the 
contrapuntal writing found in this aria reminds us of 
nothing so much as the exuberant indiscipline of Baah' s 
early organ fugues. 
The,work ends with a shor~ accompanied recitative, 
"Volea piu dir Daliso, ma. •• "• ( The poet not infrequently 
has to resort to some such conventional phrase to bring 
an essentially undramatic cantata to its end.) "Correa 
-~7-
nel seno amato" amply demonstrates that for Scarlatti 
t.he cantata da camera was a vehicle not only for sensual 
delight, but for profound emotion and the strictest 
intellectual beauty - that it was in :fact a fom of 
chamber music almost as intimate in its communication 
as the string quartets of Beethoven. 
* * * 
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CHAPTER :FOUR 
-------
ALESSANDRO SCARLATTI : THE LATER CANTATAS 
-----------------------------
The beginning of the second period of Scarlatti's 
e:antatas coinc.idea with a pronounced surge of interest 
in the form on the part of the composer. We can at.tri-
bute this, in part at least, to the stimulus which 
Scarlatti's appointment in 1703 with Cardinal Ottoboni 
at Rome would give to this type of composition. We have 
already dra'n attention to the fact that Rome was for 
many reasons particularly well disposed towards the 
composer of chanber cantatas, and Cardinal ottoboni' s 
weekly musical gatherings must have solicited many from 
the pen of the now famous composer. The earliest of 
Scarlatti's cantatas had, of course, been wri t.ten for 
Rome, blt since February 1684 the composer had been 
employed as maestro di cappella at the court of Naples. 
A further stimulus came in 1706 when Scar~atti, 
t.ogether with the composers Corelli and Pasquini, was 
admitted to membership of the famous Arcadian Academy. 
Crescimbeni gives us documentary evidence of Scarlatti's 
activities as a cantata composer at t heir meetings. 
However, the unprecedented activity in cantata writing 
which we notice during this period actually pre-dates 
Scarlatti• a departure from Naples by about four years, 
as is sho~ in the following inventory of the dated 
cantatas for the period 1698 to 1708. The total number 
of dated cantatas for the years before 1698 is seven, or 
an average of less than a half per year if we assume the 
first to date from 1680. 
~ Number of dated cantatas 
1698 5 
1699 10 
1700 3 
1701 10 
181 1702 17 or 
1703 2 
141 1704 13 or 
1705 11 
1706 11 
1707 2 
1708 4 
The move of Scarlatti and his family from Naples 
to Rome in 1703, coupled with political upheavals, may 
account for the small number of cantatas attributable 
to that year. In 1707 Scarlatti spent much of his time 
in Venice, where his operas "Mi tridate Eupatore" and 
"Il Trionfo della Liberta" were given in that year, and 
at Urbino, where his eldest son, Pietro, held the post 
of maestro di cappella. 
Since only about a hundred and thirty, less than a 
quarter, of all the cantatas are datecr, the figures above 
should represent some two-thirds of Scarlatti's entire 
output. It is extremely unlikely that they in fact do 
so, but even allowing for the element of chance which 
must come into such a reckoning there can be no doubt 
that these ten or eleven years were for the cantata the 
most productive of Scarlatti's career. The average number 
of dated cantatas for the years after this period, that 
is 1709 to 1725, is just over two a year, and in no single 
year does the total exceed six. Moreover, we have 
documentary evidence from at least two sources of 
Scarlatti' a profligacy during this period. Dent quotes 
Crescimbeni's account of a meeting of the Arcadian Academy 
at which Scarlatti (whose pastoral pseudonym was Terpan-
dro) set to music some verses by Gian Battista Felice 
Zappi (Tirsi)! Crescimbeni tells us that 
------------l. The cantata "Spiega l' ali il mio pensiero" dates :from 
either 1702 or 1704. See Dent, op.cit.p.225. 
2. Dent, op.cit.p.90. 
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"No sooner had Tirsi finished his recital 
than Te:rpandro, with a truly stupendous 
promptness, began to transcribe the verses 
recited, with the musi~ thereto; and when 
these had been sung, the souls of those 
present received of them so great delight, 
that they not only obliged the singer to 
repeat the song again and again, but also 
urged both poet and musician to display 
their skill afresh... Every one was aston-
ished to see how two such excellent Masters, 
the one of poetry and the other of music 
did contend; and their contention was so 
close that scarce had the one finished 
repeating the last line of the new air 
than the other ended the last stave of his 
musio." 1 
Burney's evidence is more important, if less picturesque. 
He tells us that 
"of this fertile musician's cantatas I was 
so fortunate as to purchase, when at Rome, 
an original mazmscript containing thirty-
five in his o\\ll handwriting that were 
chiefly composed at Tivoli during a visit 
to Andrea Adami, Maestro di Cappella to 
the pope, and author of "Osservazioni per 
ben regolare il Coro de i Cantori della 
Cap. Patif" published at Rome, 1711. Each 
of these cantatas is dated; by which we 
learn that he frequently produced one every 
day for several days together, and that the 
whole number was composed between the month 
of Octobe:n:, 1704, and March, 1705".1 
Scarlatti could hardly have composed so many works 
in such a short time unless the design of the cantata 
had become standardized. We noticed during the early 
1. Crescimbeni, "Arcadia" Lib. vii,prosa v. 
2. Burney, "General History of Music-'', 1789 (Mercer ed.) 
Book IV p.629. Burney's statement lends support to 
Dent's assertion (op.cit.p.ll3) that Scarlatti was 
not in Ferrara during the early months of 1705. 
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period a gradual deexease in the number of long straggling 
works of ten or more sections in favour of a more compact 
structure of alternate short recitative and da capo aria. 
Before he was writing cantatas for the Arcadian Academy 
Scarlatti had finally established the 'Neapolitan• design 
for the cantata. 
I have chosen the term 'Neapolitan• to designate a 
structure of two da capo arias each preceded: by a 
recttative, or slight deviations from this basic structure. 
Although many of the cantatas were written for Rome, the 
term has some validity because it was this form which was 
~avoured by Scarlatti's contemporaries and suacessors at 
Naples, and the comparison it in vi tea with Neapolitan 
opera is deli berate. The form reei t - aria - reci t - aria 
accounts :for over sixty per cent of Scarlatti's mature 
works ,a well as the majority of cantatas by other com-
posers. Other forms of the Neapolitan cantata commonly 
found in Scarlatti are 
reci t-aria-reci 1;;-aria-re<d t-aria (about. 12%) 
aria-recit-aria-recit-aria (about 10%) 
arla-reei t-aria (about 9%) 
The remaining ten per cent or so of the mature cantatas 
are nearly all in one or another. of the following designs: 
aria-recit-aria-recit-aria-recit 
rec:i t-aria.-rec:i t-aria-reci t 
reeit-aria.-:reeit-aria-recit-aria.-recit 
aria-recit-aria.-recit 
It will be observed that Neapolitan cantatas ending 
with a recitative are in the minority, and with a few 
exceptions it is possible to ascribe such works to a date 
of composition earlier than those which end with an aria. 
The p:ra~tice of ending with a recitative or an arioso, so 
commonly found in the early cantatas, seems to have lost 
favour with Italian composers after about 1700. The 
Germans, certainly, condemned the practice not much later. 
lVIattheson, in "Der Vollkommene Kapellmeister!' (Hamburg 
1739) wri tea: 
"Wenn sich aber eine Cantata mit dem Reci-
tativ endigt, hat eben die baste Wirkung 
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nich~, ee ges~!be den in besonde~ F!llen, 
da man gantz unve:rmutet; abb:reahen, und 
eben dadurch die zub.8rer auf eine angenehme 
Art 'libel!raschen woll te." 
Scheibe, :rather curiously, gpes so far as to attribute 
the decline of the Italian cantata, in part a~ least, to 
the use of a :final recitative. 
"lab weiss zwar wohl, daas verscheidene 
Italiener diese Gewohnheit (i.e. that of 
ending with a recitative) ebemals gehabt 
habem, allein ani tzo hat aie berei ts ihren 
Verfall geli tten. 11 l 
The disfavour in which a final recitative was held serves 
to underline the awing away from the dramatic towards the 
lyrical element, which is a prominent feature of the 
history of the cantata as a whole. 
The oooasional use of a refrain, reminiscent of 
Rossi's cantatas, was observed during the early period 
o:f Scarlatti. In the later works the practice is much 
rarer and almost entirely confined to the repeat of 
the initial phrase of the cantata at the end of the 
first recitative, rather in the manner of IDwland' s "In 
darkness let me dwell". The few cantatas which show an 
extension o:f this procedure often produce happy reaul ta, 
and a good example is "La bel ta ch' io sos:pi:ro ", 1701 (B.M. Add.MS.29249) in which an arioao section appears 
four times in all, including the beginning and end, 
resulting in the following structure: 
!11 Arioso(x) - reait - arioso(x) 2 Aria 3 Reoit - arioso(x) (4 Aria 
(5 Recit - arioso(x). 
Abasia plan identical with this is found in Carissimi'a 
"Insegnatemi a morire" (R. C.M. MS.ll02) and a similar· 
design is to be observed in Scarlatti• s "Sarei t::ooppo 
felice", 1702: and there is every evidence that the use 
----------...--1. Scheibe, "Kritischen Musicus" (Leipzig,l737-l740). 
2. Described by Dent, op.cit.p.76 et seq •• 
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of a refrain in this way is a temporary legacy of the 
earlier period. Sc~latti probably discarded it when 
he felt that the da capo aria offeD.e<f sufficient recapi t-
ulation. 
The adoption of the Neapolitan form coincided with 
the universal dissemination of the Italian cantata and it 
is in this fo:rm that it was cultivated. by a multi tude of 
composers, not only in Italy but, as we shall see in the 
next chapter., in France, England, Spain, and Germany as 
well. Many of' Bach's church cantatas differ. in form from 
the later chamber cantatas of Scarlatti only in the 
addition of' a final chorale. 
With the formal structure of the cantata standard-
ized., the composer was able to give his attention to 
matters of detail, and Scarlatti shows much care and 
forethought in the keys he chooses for the various 
sections. Whereas in the eanly works undue insistence is 
often made on the key of the cantata itself, in the later 
works the keys of the arias are chosen with an obvious 
wish to avoid the initial key until the final section is 
reached. The selection of keys for the arias, however, 
d~ends only partly on the composer's fancy, since it is 
inadvisable to d~art too far from the home key, and 
Scarlatti rarely, if eve~, writes an aria in a key which 
with mode~ signatures would need more than three sharps 
or four flats. A flat major is also rare. The keys most 
favoured for the cantatas as a whole, as well as for 
individual arias, are the minor keys of A, E, G, and D, 
and minor keys outnumber major keys by about five to one. 
We may assume from this a sensi ti vi ty on the part of the 
composer to the texts used, rather than a preponderance 
of melancholy in his own "\emperament. 
Where a cantata begins with a recitative, as the 
majority of them do, the result is that the tonal unity 
is appreciated on paper only, since the listener is 
unlikely to retain until the end of a work the sense of 
a tonic which has been so little stressed. Nevertheless, 
the Italian composers and moat of their foreign contem-
poraries never abandoned the practice of beginning and 
ending the cantata in the same key, although the Germans 
sometimes did, as we may observe in the secular cantatas 
of Handel and the church cantatas of Bach. 
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~he standardization of the overall structure of 
the cantata brought with it a number of other conventions 
- the da capo aria, standard key schemes, cadential 
:formulae, and so on. ~he greatest and most truly 
original composer is not always the one who flouts con-
vention, and we admire Scarlatti's cantatas not because 
he advanced the form beyond that of his contemporaries, 
wt because of the high quality of his inspiration and 
craftsmanship. There are some dull works, to be sure, just as there are some mundane piano sonatas of Mozart, 
but anyone who thinks Scarlatti dull because he uses the 
conventions of his day understands neither the con-
ventions nor Scarlatti. 
~he beauties of the later cantatas are not to be 
discovered b.y the careless listener, nor by anyone who 
is unable to dissociate beauty in vocal music from a 
deeply moving text. FOr the present writer one of the 
most sublime moments in Mozart• s "Le Nozze di Figaro", 
~ and 'ipso facto' in all music, is Ba.ssanio's: 
Ex.7o. 
~ro'u~ . 
ll' e lr r r t IE' r IJ J ~iib G i bel I J J -I~ j I J J 
e- ('"' fo-to "'-" Mio s~pet+o 
It is impossible to state precisely why such an apparently 
commonplace phrase should, in context, prove so moving, 
and one is content to accept the fact that it does so. 
What is almost certain is that anyone unable to respond 
to the beauties of such moments as this, or, to take 
another example from the same work, Figaro' a: 
Ex.71. 
A~ke 
If'' i 5 I c I ~· t & t t I t t 
is unlikely to find much to interest him in Scarlatti' a 
cantatas, for the appeal of Scarlatti is of the same 
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kind, i:f not o:f the same order., as that o:f Mozart. 
* * * 
We noticed in our review o:f the early cantatas a 
gradual shi:ft o:f interest :from the recitative to the 
aria; in the later works the supremacy o:f the aria 
becomes complete. Arioso sections in 3/2 time disappear 
entirely, and even those involving no change o:f time-
signature (c:f.p.69) become much rarer; melismatia word-
painting is more restrained, and the recitatives themselves 
are altogether much shorter than those in the earlier 
works. This is not to infer that they are carelessly 
written. Many o:f us :find Bach's account of Peter's 
denial in the st.Matthew Passion more moving than the 
more elaborate treatment of the corresponding passage in 
the earlier St.John setting, and Scarlatti's recitative 
would probably be considered superior to Bach's i:f it 
were associated with similar words. Moreover, Scarlatti's 
recitative, even in the operas and much less in the 
cantatas, is never as 'secco' as Mozart's, nor even 
'parlato• as opposed to 'cantato'; it would be a mistake 
to regard his recitatives merely as a string on which to 
thread the arias. 
I:f those o:f the later cantatas lose in melodic 
interest, they gain by a freer and richer use of harmony 
and modulation. Gasparini might well have had Scarlatti 
in mind \\'hen he ?.·rote of the diminished seventh as "much 
used by modern composers"~ for Scarlatti makes frequent 
use of the chord for both expressive effect and for its 
possibilities in modulation. Mor.e than onve he goes so 
far as to begin a cantata with a diminished seventh, 
either dire~tly, as in the cantata ".Amor, Mitilde e 
morta" ( B.M. Add.MS.l4212): 
Ex.72. 
--------------1. Gasparini, "L' Arm onico pra ti co al cim bolo 11 ( 1708) • 
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or above a tonic pedal, as in the cantata ".Amo, peno, 
gioisco" (Cardiff' Public Library, MS.l.l9 ): 
Ex.73. 
n 
, .. 
.., 
#7 
4 
.2 
.. .. 
A- ""l>, pe. - - -1\D I 
-
"" 
I ~ __._ __._ 
~a,- \.s- '-0 I J~jro. ~t>evo,~+t> 
-
Although we are concerned at the moment only with 
the recitatives of the later cantatas, i~ is convenient 
to mention here the influence which the diminished seventh 
exerted on Scarlatti's melodic style. This influence is 
particularly noticeable at the beginnings of certain arias 
where the initial phrase is imitated by the bass, and the 
following quotations, taken at random from the later 
cantatas, may be regarded as prototypes of many of the 
fugue subjects of Bach and Handel: 
Ex.74. 
<al ~:~:E1,; !J;i£ l•rrr 
(b) 
( c) i!"'' 
ll,l 1 .. bo . ' ~0 -¥'-€. t 1'\S'-
'( - v~ 'Q - -+• 
( 
1f"lol 
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In the recitatives Scarlatti does not confine 
himself only to the diminished seventh for expressive 
harmonic effect. His increased command of modulation 
plays a large part in passages such as the following 
from the cantata "All'hor che il Dio di Delo" ("La 
Gelosia") ( B.M • .Add.MS.l4l65), where the gradual onset 
of jealousy is richly expressed in a short phrase which 
begins in B flat minor and ends in the remote key of C 
sharp minor: 
Ex.75. 
_I]\ I 
" 
-
1 .. s~-1-o -- ~, ~~~~ o~- -~ p.v~ got-"'Y- ~ttY- -
~ ~ ~r ~· l 11rb Jr .t4tJ ""7t tJ q + 
The admiration which we feel to-day for the harmoni~ 
richness of Scarlatti's recitatives in the later cantatas 
was by no means shared by his ovm contemporarl.es. Many 
of his procedures ·were evidently found very puzzling, and 
Heinichen expressed a general reaction when he found 
Scarlatti's harmony strange and extravagant, saying that 
"the celebrated Sig. Alessandro Scarlatti, 
among all the composers of our time, uses 
strange and extravagant ("extravagant unci 
irregulair") harmony, as we may observe in 
many of his cantatas. In fact this com-
poser never, or rarely, confines himself 
to the normal harmonic gambit, but invents, 
willy-nilly, a heterogeneous collection of 
notes, often of extreme boldness, which 
should have no place in a swiftly flowing 
recitative."l. 
It is not without significance that the recitatives of the 
early cantatas usually retain the key-signature of the 
--------------l. J.D.Heinichen~ "Der Generalbass in der Komposition" 
(Dresden,l728J p.797, quoted' (in Italian) by L.Ronga, 
"Motivi critici su Alessandro Scarlatti" (Rivista 
Musicale Italiana Vol.LVI, 1954, p.l30). 
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cantata, whereas those in the later works are most often 
without any key-signature at all. Scarlatti no doubt 
found that his increased freedom of modulation involved 
him in too many accidentals, and certainly different 
keys often follow each other in rapid sua~ession. The 
second recitative from the cantata "Al fin m•uc-aiderete", 
1718 (Cardiff PubliC' Library, MS.l.l9), for example, 
contains no less than eighteen modulations in about 
thirty bars of music, including cadences in keys as remot.e 
as B major and A flat minor. SUch is Scarlatti's skill 
that we never lose our sense of direction, and each change 
of key is aubtl~ expressive of the text. Here are the 
last few bars of the recitative: 
Ex.76. 
_m 
" " ,. "' 
... ... . .L 
1,.. ~P'"'~~ l 10"1e, c:~ t'U "'""~ ,.. . ... ~ ~ pu IWO liD&- 1 V< ~kl~l.o\~ t~ 
~ 
n 
... ~ . 
- 4l. ~"-9314., 
I 
),(, 
A 
.. 
OM"' ~~oj 
. '-"" 
l 
0 4-
L 
... - ~((. przt~~~ )C)t'~~~~ l.r lo' !"' or ki(A.'~ 'ore.. lo 9"'1'o~ 
0 
~~-~ ~~ ... , ~ . ~ ~ ~ lS- -~D ~~ 
v "'g g 
pW! 
, 
l ., ,(\( .•• 
¥0 N, ~~" 'O~ 
, 
I 
This cantata, incidentally, seems to have been one 
of the beat kno~, perhaps the most famous, of Scarlatti's 
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entire outpui. Dent lists eleven manuscript sources1 
(more than for any other cantata), and the present writer 
has come across it in two other eighteenth-century manu-
script.s! Scarlatti himself seems to have thought highly 
of it.; the original of a well-known portrait by an 
unknown painter. (see frontispie<l9) now faces Sig. Ettore 
Desderi in the directorts room of the Conservatorio G.B. 
Martini at Bologna (formerly the Liceo Musicale) and 
shows us the elderly composer with this cantata a prominent 
feature of the background. 
Francesco IUrante ( 1684-1755) chose the opening of 
this same cantata as the basis for one of his two-part 
arrangements of extracts from Scarlatti cantatas. These 
arrangements were widely admired long after Scarlatti's 
originals f.ell out of favour, and Villarosa ( 1762-1847) 
was not exaggerating greatly when he said that had it not 
been for Durante• s arrangements "the name of Scarlatti 
would be no more heard among us". Burney thought very 
highly of them: 
"His (D.Arante• s) duets were formed from the 
airs3 of his o~n master Alessandro Scarlatti's 
cantatas: They are more in dialogue than 
fUgue, or duo; but composed of the most select, 
beautiful, and impassioned traits of melody 
that the creative genius of the elder· Scarlatti 
had ever invente~, and are put together with 
such saience, that it seems as if art and 
refinement in this specri es of composition 
could go no further.. " ••• 
"Sac:-chini, who used to teach these duets 
to his favourite scholars, seldom finished his 
lesson without kissing the book. And, indeed, 
to hear them in a select company, which has 
often ~ortunately happened to myself when 
Pacchier.otti, Rubinelli, Marchesi, Ranzzini, 
or. Montellari have performed a part, affords 
to lovers of such refined and arti:fic·ial 
composition, a pleasure the most exquisite 
that vocal Music can bestow. 116 ______ _.. ______ _ 
.1. Dent, op.cit.p.215. 2. See appendix I. 
3. In actual fact they are based on r.ecitatives or ariosi. 
4. We now know that Durante was not a pupil of Scarlatti. 
5. Burney, op.cit. Book III p.426. 
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Florimo, writing a hundred years later than Burney, shares 
his admiration: 
"(Scarlatti) sc:risse ••• u.n numero prodig:ioso 
di c:antate che son servite di modello a 
tutti i compositori italiani del XVIII secolo, 
e molte delle quali Durante suo allevio~ con 
una sagacita maravigliosa, ridusse a dijetti, 
che nel campo dell'arte sono della piu grande 
importanza. "' 
Manuscript copies of Durante's duets abound in 
European libraries, and some of them have been published, 
notably in an edition revised and corrected by Cherubini, 
printed in Paris in the 1820's, and also in a collection 
published at Leipzig in the 1840's. The curious reader 
will find an example on pages 192 to 195 of Davison and 
Apel' s "Historical Anthology of Music" VoLII (Harvard, 
1950). Durante's contrapuntal skill is to be admired, 
but the rather automatic points of imitation soon 
become wearisome, and the duets sound laboured when com-
pared with the freedom of the Scarlatti originals. 
Neither in Davison and Apel's anthology nor in the 
majority of manuscript sources is Scarlatti mentioned as 
composer of the originals, and even some of his duet-
cantatas are sometimes attributed to Durante. (Close 
examination of a volume of "J)letti" by D.lrante in the 
British Museum (Add.MS.32313) shows at least nine, and 
probably all, to be originally the work of Scarlatti. 
Some are two-part elaborations of movements from solo 
cantatas, but at least seven items are identical with 
original duet-cantatas by Scarlatti.) Much remains to 
be done in tracing misattributed compositions to their 
sources in Scarlatti's cantatas, and the task is not a 
simple one since many of the so-called Jllrante works are 
taken from the middle movements of cantatas by Scarlatti. 
This is not the place to dilate on the merits of 
"Al fin m'ucciderete". Suffice it to say for the moment 
that it justly deserves the high regard in which it was 
held, and to add that it is one of many Scarlatti cantatas 
which we should like to see available in print to-day. 
---------------l. See p.llO,footnote 4. 
2. Florimlo, "La scuola musicale di Napoli" (Naples 1880-
1881) Vol.II p.l64. 
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It would be misleading to suggest that all the 
recitatives of Scarlatti's later cantatas are as 
int.eresting in their hamony as the passages so far 
quoted, but these illustrations have not been chosen for 
anything exceptional in their methods. Scarlatti's 
harmonic experiments f!P further than the procedures 
found in these examples only in a few works of a purposely 
extravagant character. The best kno~ of these is the F 
sharp minor setting of the text "Andate o miei sospiri", 
one of the cantatas which figured in the famous exchange 
between Scarlatti and Gasparini which took place in 1712; 
Scarlatti was b,y no means the only composer of his 
generation to experiment with extravagant and bizarre 
ha:rmonies. Gasparini himself published a volume of 
cantatas at Lucaa in 169?; one of the few extant copies 
of which is in the B:ri tish Museum. The harmonies of the 
recitatives are as advanced as anything we find in 
Scarlatti at the same date, and the eighth cantata of 
the set, "Ed ecco in fine", shows us Gasparini experi-
menting_ with enharmonic progressions. The following is 
an extract from the opening recitative: 
Ex.77. 
"' I • I _ll: ,. _1 __t,. ~ 11=1=1 I 
1-' 
fAo-Y4 ""' ~-oz., ~- 11e ~ ~tl ~k:~~'lJ ---- -- - -
L. 
b7 u b6s .. ., tUS 
I l 
~ It n- ~P· 
The vogue for this kind of writing is exemplified again 
--------------1. For an account of the cantata and the correspondence 
see Dent, op.cit.pp.l40-l46. 
2. Not 1695 as stated by Schmitz (op.cit.). 
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in the cantata nstravaga.nze d1 amore" by Benedetto Marcello; 
a pupil and friend of Gasparini; the following is the 
opening of the second recitative: 
Ex. 78. 
1':'1 .. l .. 
. 
- A-tv..tt ~lei.~ &-~~ ~ '""'"'r~ ~-a ~- vts- k 
*" 
.... -: S"b I 
-:'\ ~ I. "' "" .... I .... ~ .. I 
, ... 
k( MW '~ "" ~o.- ee, ~ "'~· ~o" :F~ ~ 'ft/Uo, ~ v~ 44.~~~ 
t} -+1 .. - # bb' r bb 
The result in both these works is less puzzling to 
the ear than to the eye, and they are altogether l ess 
advanced than Scarlatti's cantata of 1712. The cantata 
"Per un vago desire" (R. a.M. MS.57ff)~ though less start-
ling than "Andate o miei sospiri", also shows u s Scarlatti 
experimenting with unusual harmoni~ progressions and 
abrupt modulations. It is also one of the few cantatas 
with a humorous text , the old story of the amorous music 
master, but this time in a pastoral setting. Tirsi, 
\\'ishing to give instruction in music to his beloved Glori, 
begins by teaching her the construction of the hexachord. 
Scarlatti chooses Fefaut, but himself avoids any cadenae 
in F major! 
Ex. 79. 
r.l .. 
" 
~ I 
"' 
I 
~ ~d·o ~c. ~o, q~:l~ Re , ~ ~ M\ 1 ~ ~w.FA ,... .... 
0 ~ 
--------------1. Printed in "A Treasury of Early Music" ed. C.Parrish 
(Faber 1959). The figuring here replaces the editor's 
realization. 
2. Printed in "Aria e Cantata di A.Scarlatti" ed. Alceo 
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Li~e Cesti at an earlier date; Scarlatti could eviden~ly 
count on some knowledge of musical theory in his 
audience; the princi~les of modulation (o~ strictly 
speaking of mutation) are taught to Clori according 1ro 
strict Guidonian methods: 
"Voci'bus utaris solum mutando duabus 
-Per RE quidem sursum mutatur, per LA deorsum" 
or, as Scarlatti puts it: 
Ex.BO. 
t'l ... 
" 
- ~~s~~4l «t~ \oWZl. ~ LA ~i hu4bt ~ f€. 1:1. .1. b,., 
-
'A ..t 
.3 
I 
I #LOJ 'fo'IU 
It will be noticed ~hat in each case Scarlatti wilfUlly 
confuses 'la' and 're' as both fixed notes and solmization 
symbols. One hopes that all this in a first music: lesson 
did not prove too discouraging to the poor girl! 
The word "mutazione", which occurs a little later, 
is naturally a challenge, which the composer meets ~ith 
-----------------Toni, published by the Societe anonima notare per: 
edizione di musica i taliana (Milan, 1920). 
1. See p. 42. 
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a modulation f:rom D minor to A flat major: 
Ex. Sl • 
.. 
I" ~ pti. Mo\ .&, 
l'\ 
1J.OI\L irV,s ~ b;to·v~~~ 
- - ne 
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but the most striking progression is reserved for the 
end of the recitative, when the narrator points out to 
Tirsi that, while teaching Glori how to change key, he 
might also be teaching her how to change heart ( "i 
cangiamenti "): 
Ex. 82. 
II 
" 
l I I 
1- cJ · ~ck..a 46~ ~"' ~ 0.. o...-" "' ~- - - - - - - - - - -I 
. II ~~ s•o .,4 ~l 
IJ 
The aria, of course, does not lend itself so readily to 
such extravagances, and both the complete arias in this 
cantata are good examples of the mature Scarlatti's easy, 
flowing style, despite the faithful musical renderings 
of such puns as "mi fa morir.", and "la sol mi re(n)do". 
It was largely passages such as those just quoted, 
and others from "Andate, o miei sospiri" quoted by Dent, 
which led Alfred Einstein to compare the role of 
Scarlatti as cantata composer with that of the late 
Italian madrigalists. He sees Scarlatti's experiments 
as a sign (not a cause) of the decadence of the form: 
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"Gerada Scarlatti war au~ diesem Gebiat eine~ 
. dar grdsster Experimentatoren. Aber diese 
Lust am Experiment zeigt:, wie f':rtiher beim 
Madrigal, auch s~hon die Zensetzu.ng de:rr Kunst.-
i'orm an" •1 
One has no wish to enter into dispute with a man 
of Einstein's vast kno'V'tledge and fine judgement, and 
there is surely much truth in what he says; but it would 
be a mistake to think of Scarlatti as a kind of "Gesualdo 
of the cantata" ! Experimental h8.l'monic progressions 
such as those we have just described are exceptional even 
in Scarlatti's works, and, moreover, may be regarded as 
an intellectual game indulged in by many Baroque com-
posens, not least b,y Bach. There seems no reason to 
suppose that such works betray any dissatisfaction or 
impatience on Scarlatti's part with the cantata as an art-
fo:rm, and no"body, I think, has suggested that Bach's 
6hromatic Fantasy and :FUgue is symptomatic of the decl.ine 
of the prelude and fugue. ·while it is true, as Dent says, 
that many of the later cantatas are "'V'fr.itten round some 
interesting problem of form or t.a:rmony" ~ they cannot be 
considered experimental in the sense that Gesualdo' s 
madrigals are experimental, for they do not themselves 
endanger the survival of the form. 
* * * 
As far as the arias of the laten cantatas are con-
cerned, the da capo form acooun ts for all but a very 
small minority. Scarlatti has been maligned. by many 
historians for his cultivation, even invention, of an 
aria which is dramaticall~ unnacceptable and antistically 
suspect, a censure altogether unjust for at least two 
reasons. Firstly, he is merely the most important of a 
1. A. Einstein, "Der 1 Stile Nuove' auf dem Gebiet der· 
profanen Kemmermusik 11 in G.Adler.·, "Handbuch der Musik-
geschichte" (Franfurt am Main, 1924). 
2. Ernst Biicken' s comparison of Scarlatti with Marenzio, 
Gesualdo, and Monteverdi ("Die Musik der Nationen" t 
Leipzig· 1937, p.ll3) seems quite misleading. 
3. E.J.Dent, op.cit.p.l91. 
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mul.ti tude o:f composers w'Hl.o found the da capo furm 
amndrably suited to their needef and secondly, we are 
gpil ty o:f arrogance (or i.gnora.nce) i:f we refuse to judge 
Neapolitan opera by the conventions o:f i t.s day simply 
because they are more i~ational than any we are willing 
to accept in our own theatres. The da capo aria is 
perhaps the greatest single stumbling-block to widespread 
acceptance of operas by Scarlatti and Handel (although at 
least one writer is convinced that this ba:rrier could be 
surmounted by good voices and stylish singing); wt v;hat-
ever arguments may be directed against the dramatic 
propriety o~ the form it can hardly be denied that 'qua 
ipse' it is most successfUl. The hu~an mind derives 
great satisfaction :from things tripartite, and ternary 
form is after all the basis of so much art - many dance 
:forms, sonata-tom, the modern popula.n song, the 
majority of Romantic piano pieces, the triptych, a ~eat 
deal o:f archi tec:ture, and most stained-glass windows, to 
name but a few. 
An example o:f one of Scarlatti's early da capo arias 
has already been gi van! The mature aria shows an advance 
on this in a number of ways. Instrumental ri tornelli 
become the normal thing and an integral part of the aria, 
appearing not only at the beginning but before each of 
the three sections of the aria, and again at the end; in 
the later works fragments of the ri tornello often return 
in related keys during the course of the aria. 
Reference books conflict in thein accounts o:f the 
structure of the da capo aria, particularly in regard to 
the scheme of keys used. Dr Willi Apel outlines the form 
as follows : 
A B A 
T- D- T R-Dr-T T- D- T 
( T = tonic;; D = dominant; R = relative keys/ 
This certainly holds good for some of Scarlatti's arias 
in major keys, but since the great majority are in any 
case in the minor it would be misleading to represent the 
-------------l. See p.85. 
2. W.Apel, "Harvard Dictionary of Music" (1944) p.50. 
-117-
above structure as being typieal of all Sca:12latt.i• a arias. 
For the opening section of arias in miiio:r keys he favours 
modulations to the subdominan~ and the :relative major. 
The middle section most frequently opens in. the relative 
major, anda in the dominant minor, and includes modu-
lations to keys on the flat side of the tonic. The whole 
structure has therefOre a much greater leaning towards 
the subdominan~ than is suggested by Du.· Apel's outline. 
The Scarlatti plan for minor keys might be outlined as 
tb;; following: 
A B ______________ ___._ ____ _ 
T - IIImaj or IV or both - T IIIma;j - VIImin, etc - V 
(followed by A da capo) 
but it must be added that this diagram has no more validity 
for all Scarlatti's da capo arias than a sketch of so-
call~sonata-fo:rm would have for all the first movements 
of Haydn' a symphonies. Exceptions--are numerous, end the 
number and variety of subsidiary modulations is one of 
the features which distinguish Scarlatti from his less 
gifted imitators. Though naturally more conservative 
than in the recitatives, he by no means confines himself 
merely to modulations to the nearest :related keys. 
Instrumental ri tornelli, which in the early cantatas 
played a oomparati vely unimportant part, are o:f the 
greatest structural significance in the later works, and 
their importance reaches beyond vocal music. When 
Scarlatti uses fragments of the ritor.nello in keys other 
than the tonic, and follows these with new melodic 
material for the singer, we have in embryo one of the 
most important methods of extension which hEiped to make 
possible the Venetian concerto of Albinoni and Vivaldi. 
The example of Corelli, who occupied an apartment at 
Cardinal ottoboni' s palace in Rome at the same time that 
Scarlatti was there, and the improvement in string playmg 
generally, are :reflected in the more charaote:risticall~ 
instrumental nature of Scarlatti' a basses, particularly 
in arias where the bass part is not derived from solo 
material. Dotted rhythms become more common, and basses 
such as the following, from the cantata "Doppo lungo 
pena.:r" (B.M. Add.MS.l4166) are commonly found: 
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Ex.83. 
Indeed Scarlatti gained something of a reputation for 
the difficulty of his 'rlolonc·ello parts. Burney tells 
us that 
"The violoncello parts of many of his 
cantatas were so excellent, that whoever 
was able to do them justice was thought a 
supernatural being. Geminiani used to 
relate that Frances chilli ( Franceachiello), 
a celebrated performer on the violoncello 
at the beginning of this century, acoom-
panied one of these cantatas at Rome so 
admirably, while Scarlatti was at the hanp-
aichord, that the company, being good 
Catholics and living in a country where 
miraculous powers had not yet ceased, were 
fimly persuaded it was not Franceschelli 
(sic) who had played the violoncello, but 
an angel that had descended and assumed 
his shape. 111 
There is little in the cantatas which would pose 
any difficult technical problema for the average 'cellist 
to-day, but there are some works which were obviously 
written for. a perfonner whose attainment was more than 
ordinary. "Il genio di Mitilde" (B.M. Add.MS.l4229) is 
one of these. Both its arias are distinguished by the 
busyness and importance of their bass lines, of which 
the following extract from the first aria, "Tante il mar", 
is a representative example: 
------------1. Burney, op.cit.p.629. 
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The bass parts of the later cantatas are never. 
merely a support for the voice. Quotations cannot do 
justice to the many subtleties of interplay between the 
tv.·o wri tt:en parts, and only thorough study can reveal 
the mastery of Scarlatti's ritor.nello technique. The 
freedom and fancy v.·hich he v.·as able to bring to his 
vocal lines was possible only when he had mastered the 
art o:f inventing a bass which would not only unify the 
aria, but also give the music a sense o~ direction. 
That this direction is forward owes something to a well-
planned scheme o~ modulations, but more to the power. 
generated b.Y Scarlatti's basses. 
"Apart from the Webern-like opening and the 
occasional influence of Stravinsky, the 
music is unusually non-derivative, and, in 
consequence, extremely e~fective". 1 (My unaer-
lining.) 
It is not the opinion we objeat to, but the'non-
sequitur•, which is typical of much present-day thinking 
on the nature of convention and originality. We so 
often hear people speak of a composer "searching for a 
personal style" (as if he could find one by searching 
for it) that we perhaps forget that an easily r.eco~ 
nizable personal idiom has not always been valued so 
highly as we value it to-day. we are naturall;y flattered 
when we correQtly identify a portrait by Modigliani or 
a landscape by Vlaminck, but we deceive ourselves if we 
judge the merit of a particular painting solely on our 
ability to identifY the artist, or if we prefer. 
Modigliani and Vlaminck to, say, Picasso, simply because 
Picasso's enormous influence has made his individuality 
------------1. Gerald Seaman, describing a work by the Russian, Alfred 
Scbnitke in the "Guardian", January 4th 1962. 
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less obvious to our casual gaze. Individuality o~ style, 
which we rightly look ~or in a great composer, is not the 
only, nor even the most important, criterion by which to judge achievement. I~ it were, Bach and Mozart would 
have to give way to Pue:cini and Delius, and Palestrina 
would be considered a very minor composer indeed. 
Scarlatti was in no sense an iconoclast, but his 
individuality would be more apparent i~ his influence 
had been less. Much o~ his originality is hidden ~rom us 
beaause it •as absorbed either by greater men or by others 
whose music is, ~or one reason or another., better knov.n 
to us to-day. Where Scarlatti does still retain his 
personality, in his best work at least, is in his melodic 
line. It would take a more able commentator than the 
present writer to show exactly why a melody such as the 
following, ~rom the cantata "Lon tan dalla sua Clori n ( B.M. 
Add.MS.31509); is unmistakeably the work o~ Scarlatti: 
Ex.st. k"'h:l. 
~ l 
Co-~ o ~-" 1\D" vLe.·l'lt ~ se"'. H. 
.. 
7 
~ 
' 
.. 
,....__ 
~~~. Mtl> ~--- '(Q ... • + 
'."I I L 
-
.. 
---------------
L 
*"' h-isk ~ Meh:. h , a. 
__. 
__l 
Co· 11\4. o 0 io l'.o" ..,.1-e ·ll.l. e 
-~-~ 
1. The opening recitative and aria (not the one quoted) 
ha"ie been printed in "Aria e Cantata di A. Scarlatti" 
ed. Alceo Toni, published by the Societ~ anonima 
notari per edizione di muaica italiana (Milan, 1920). 
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but it is possible to point to certain important fea-
tures of Scarlatti's melodic style as a whole. 
It gpes without saying that his word-setting is 
impec~ble, and this is merely a quality which he shares 
with the majority of Italian vocal composers. Like 
Handel and Mozart, and unlike Bach and Beethoven, he 
writes with a natural feeling for the voice, and though 
his melodies are distinguished by a frequent use of wide 
intervals they proceed with a fluency which singers 
delight in. Languishing arias in 12/8 time are a 
feature of his style, and together with "pastorale" arias 
were much imitated by later composers, including Handel; 
but Scarlatti's imprint, in this instance, goes beyond 
the use of dotted rhythms in compound time, or, for that 
matter, of the neapolitan sixth. 
i~e melodies of Scarlatti's mature da capo arias 
are characterized by a frequent use of rests, which, 
howeve:n, do not break: up the :flow of the melody since the 
forward impulse is maintained in the bass and its 
accompanying harmony. Example 85, and others to follow, 
will illustrate this. Scarlatti also understood, as did 
Mozart, the value of silence for dramatic or telling 
effect. The pedestrian composer would have botched the 
f.ollowing phrase from Mozart's Piano Concerto K.453 by 
inserting a bass note on the third beat of the second 
bar (and fie u:pon the pianist who keeps down the pedal 
at that point!): 
Scarlatti also knew how to obtain the beat effect by 
omitting an expe~ted strong beat, as the following 
quotation (again from the cantata "Lon tan dalla sua 
Clori") will show: 
Ex.87. (see next page) 
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Scarlatid• s melody is distinguished by the use o:f 
wide intervals, whiah act as a check to that kind o:f 
sentimentality to which every composer with a leaning 
towards the softer emotions is prone. Leaps of major and 
minor. sixths and sevenths abound in passages ·which con-
trast with others o:f a more conjunct and flowing movement, 
and yet the whole result is a perfectly integrated musical 
paragraph. As an example o:f this kind o:f subtlety let us 
take the :following opening :from an aria in the cantata "Io 
son pur solo" (R.C.M. MS.578). 
Ex.ss. 
.. l I ... 
, ... So·~o Cl,.M.~ ·+-e., So·l\.0 1\ ~-k~'~~~to ck..'41-
-
• 
•• 
-
-
:t • 
r' I 
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From the expressive economy of the opening phrase 
(a minor second) we know immediately that this is no happy 
lover; but Scarlatti was not a composen to be bogged down 
by the maudlin self-pity of his texts, and the vigorous 
treatment of the continuation, with its leaping fifths and 
sevenths, the lcang held notes on the word ttspeme", and the 
return to a smoother flow (and a major key) for "dolce 
seren", are subtleties by which he avoids any touch of 
banality. .Anyone v.·ho thinks this melody at all common-
place v.·ould find it instructive to turn at random to any 
aria by Sca:rlatti' s Italian contemporaries expressive of a 
similar emotion. 
A later passage from the same aria furnishes an 
example of an unexpected turn of phrase, unexceptional in 
itself, but a fUrther example of how Scarlatti's melodic 
line obtains its unique flavour. If we were to ask an 
examination candidate (or the majority of Scarlatti's 
contemporaries) to continue the following for a few bars: 
Ex.89. 
(\ . I I I 
~ - - c:(e 'foi- '""""- - K, ~ ~ - -ole T'i 
--
the immediate continuation would probably involve a 
completion of the sequence with a cadence in C minor. 
Scarlatti, however, gives us the following, which by-passes 
altogether the key of C minor and carries the melodic flow 
forv.·ard: 
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Ex. 90. 
,.., l .. I I I 
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Such "tangential" modulations as this have enormous 
influence on the contours of Scarlatti's melodies, and it 
would be possible to write at length on these and other 
subtleties of his style. Concentration on languorous 12;8 
melodies has been made purposely, since they exist in the 
cantatas in such profUsion that one is easily led to 
imagine that the composer merely repeated himself in both 
expression and technique. In fact, he was always careful 
to provide sharp contrast between the two or more arias 
in a work, and when we consider the nature of the texts 
and the ubiquity of the da capo form we realize bow 
astonishing was his range of expression, and how high the 
level of his melodic inspi~ation. 
Scarlatti was one of those composers (Mozart, PUccin~ 
and Benjamin Britten are others) to whom inspiration came 
so readily that he could afford to be liberal with his 
musical ideas. one can understand, perhaps, the a~titude 
of a composer who bestows less care on the middle part of 
a ternary aria, since the music there will be heard only 
once. Indeed, this is so common in the works of lesser 
composers of the period that it was one of the targets for 
Marcello's satire in his "Il teatro alla moda" ( a.l720), 
where he wri tea of the middle section as being "made up of. 
second-hand stuff". Such ari tician cannot be levelled 
against Scarlatti. Indeed his arias, like Mozart's piano 
concertos, are full of phrases which make their expressive 
effect by understatement. 
The later arias show a much freer use of melisma 
than do the da capo arias of the early cantatas. We some-
times find above a chordal bass the kind of sequential 
figures which we more readily associate with Handel 
(cantata, "Filli crudel, dunque tu parti" - B. M. Add. MS. 
31510): 
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Ex. 9l. 
n ~!! · I 
\ I "' 'YO ... 
- - - - - - -
and less often a tortuous Ba.chian coloratura;1 but 
Scarlatti's melisma is, generally speaking, restrained, 
admirably vocal , and with a personal turn of phrase. A 
particularly beautiful example is to be found in the aria 
"Se deli tto" from the cantata "Bellat quanto crudel, 
spietata Irene", 1717 (R.C.M. MS.579J• 
M4 "'"" - - - - - ------------------ - - --
-
-------------1. ]Or an example see Dent, op.cit.p.l90. 
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UnaccomJ>anied vocal phrases are a feature of the arias 
of the mature Sq~latti, but they are rarely used with 
greater mastery4(~nere, where it seems almost sa' though 
the bass had bee~silenced, as Scarlatti's audience must 
surely have been, by the beauty of the voice • 
.As in the early cantatas, the da capo axias may 
be divided into two groups, according to whether the 
bass of the opening ritornello presages the opening 
~cal phrase, or whether its material is independent 
throughout. The latter form is found more often in the 
later than in the earlier cantatas, but is still out-
numbered by the other tYJ>e by about two to one. When 
it does occur, the composer often shows great artistry 
in combining the moti vic, quasi-ostinato figures of the 
bass with each new phrase of a fraiy unfolding soprano 
line. 
So far as the first and more common tYJ>e is con-
ce~ed, the voice usually begins with exact reference 
to the opening bass part, but Scarlatti sometimes 
experiments vd th "tonal" echoes, often combining "subjec.t" 
and "answe:n" in stretto, though rarely with the rhythmic 
ingenui t.y of the following example from the cantata "Se 
vagheggio nel mattino", 1709 (R. C.M. MS.579): 
b • . r I t: r J l 
4'1 . I 
.. fe ~'l- ~~~ ~0 ~ Md- --- "' - J\.0 b. - • 
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(Observe the way in which the temporarily static bass and 
melody remove the unwanted stress from the first beat of 
the bar at the unimportant word "nel".) 
Contrapuntal procedures such as this would not be 
expected :from a composer of opera and oratorio, but they 
are as strong a feature of Scarlatti's later cantatas as 
is the harmonic richness of the recitatives. The final 
aria, "Tenta la fuga", from the cantata "Farfal.la che 
a' aggira" ("La Pazzia") (B.M. Add.MS.31510) is a canon at 
the octave, as are the final arias of "Nel dolce tempo", 
1712 or 1716 (R. C.M. MSS.582 and 584) 1, and "Qui dove 
alfin m1 assido" ( "Il rossignuolo") (B.M. Add.MS.l4220); 
and the duet-cantata "Questo silenzio ombroso", 1707 (B.M. 
Add.MSS.l4166,31412,and 32313),ends with a two-part fugue 
above a continuous quaver bass. These are merely a few 
examples which demonstrate Scarlatti's interest in aounte~ 
point as obviously as the more didactic canon for two 
voices (B.M. Add.MS.l4166)• but it would not be far from 
true to say that all Scarlatti's mature vocal chamber 
music is propelled by counte:zrpoint, and one example will 
suffice to show his methods within the framework of the 
more conventional type of da capo aria. 
The aria "Di cupido con la face" from the aantata 
"Io son pur solo" (R.C.M. MS.578) is almost entirely 
concerned with the first five notes of the first instru-
mental ritornello: 
Ex.94. ~+e, 
r---------. 
which appear sometimes in the vocal line, sometimes in 
the bass; sometimes in stretto, 
"' Ex.95. 
.. 1i G.~.- ~ - d.o k ~ • 
-
l 
l _j 
-------
1. R. C.M. MS.584 has an alternative last aria. 
-128-
sometimes in inversion, 
Ex.96. 
I 
~ I.. ~-1-o c:!..'h.a -r- ~- cl.eL 
\ 
.... 
I I z. 
and sometimes in stretto and inversion; 
Ex.97. 
~ I_ 
... 
"'~ p'~ c:re.s -CQ. ~~ ;f~ 
l I 7 
and are rarely absent from the texture. 
It goes without saying that not all the arias lean 
so heavily on contrapuntal device as does this one, but 
it is nevertheless true that of the mature da capo arias 
there are very few indeed which do not show a high 
degree of craftsmanship in both counterpoint and moti via: 
development. We can understand why his contemporaries 
found Scarlatti's chamber style learned and difficult. 
Even some of his operas were criticized for the serious-
ness of their music. 
We have already observed how the distinction 
between recitative and aria is more sharply marked in the 
later cantatas than it was in the earlier works. The 
absence of 3/2 arioso sections, and the conventional 
punctuations of the recitative, help to emphasize the 
distinction. More often than not the recitative ends in 
the dominant minor of the key of the succeeding aria if 
that aria is to be in a minor key, and in the mediant 
minor if the aria to follow is to be in a major key. (In 
other words, the aria is approached by the same chord as 
its middle part ends with.) On a numben of occasions, 
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howeve~, Scarlatti succeeds in making the music of the 
whole cantata more continuous. ~his he does in three 
ways; first, by bringing the recitative to a close not 
in the dominant of the key to follow, but on that 
dOminant. The result of this is that the 1!ow of the 
music is carried over from the end of the recitative to 
the beginning of the aria. Examples are too numerous to 
make quotation necessary, but we might mention the cantata 
"Ben che o sirena bella" (B.M. Add.MS.l4220); in this 
work both of the recitatives end on the dominant of the 
keys of the arias which follow them ( C minor and D minor), 
and so the only break in the continuity of the music 
occurs after the first aria. 
Secondly, Scarlatti at times allows the voice to 
sing the opening phrase of the aria unaccompanied before 
the instrumental ri tornello begins, as a kind of!IDevrl..se'. 
The ~esult in such cases is often prosaic: and even beoomes 
something of a cliche, but a particularly suacessful 
example is to be found in the cantata "Clori vezzosa e 
bella" (B.M. Add.MS.l4212)~ Here the sense of the text 
runs on after the end of the recitative, and the drop of 
a fourth from tonic to dominant on the word "sguardo" is 
a nice touch, since the effect of finality which it pro-
duces by its association with recitative is immediately 
cancelled by the movement of the continuo. It is as if 
the singer were caught up in the aria unawares. 
Ex.ga. 
- .. .JL [~t] 
-
~riG.] A~+t ~~~· .... 
~ SR .,.,(. 
~ 
~ttd.~! Vol·g'- toss~~ 
-
b 
* 
-
--------------1. Reco~ded by L'Oiseau-Lyre (OL 50173). 
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The third method used to soften the transition 
between recitative and aria is to preface the latter, 
either before or after the instrumental ritor.nello, with 
a short, contrasted phrase sung •ad libitum•. Dent 
compares this method with the opening of Beethoven's 
piano sonata in F sharp op.78, and mentions it as a 
feature of Scarlatti's late operas, with quotations from 
"Ti to Sempronio Gracco" and "Tur.no Aricino ", 1720; It 
can, however, be found earlier in the cantatas, and even 
in the operas. Aat I scene 4 of "Il Prigionero Fortu-
nato", first given in 1698, begins: 
Ex.99. 
"l 
'l' I""' ~v - - - - - - - - - - 1\'\A. 
fl.~ 
I 
, ...... 
after which the strings begin the opening ritor.nello in 
triplets (presto). we return to "Benche o sirena bella" 
for a fine example from the cantatas. Note also the 
close of the preceding recitative on the dominant of the 
aria. 
Ex.loo. 
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---------------1. Dent, op.cit.p.l62. 
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O:f the :few mature arias which are not in the da 
capo form the majority are binary with repeats, in the 
style of a dance. Such movements are invariably in a 
major key and represent the very few occasions in the 
cantatas when Scarlatti adopts a less sophisticated 
attitude, for they are very similar to the popular 
canzonettas of his day. The opening words of "Darsi in 
braccio 11 from the cantata "Venne ed .Amor desio" ( B.M. 
Add.MSS.l4165 and 31507) obviously gave Scarlatti the 
idea of setting the whole text in dance style, and the 
song is anti tled "minuet" in both manuscripts. I:f we 
detect in it a certain :flavour of French folk song, we 
may, perhaps, attribute this to the influence of the 
French dances which were imported for the ballet sequences 
of his operas. 
Ex.lol. 
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We find little relie~ in the later cantatas from 
texts dealing with love, usually unhapp;y, in an Arcadian 
setting; historical and mythological subjects, :found 
in the early works, are entirely absent. But be:fore we 
criticize too harshly any lack o:f literary taste which 
this would seem to imply on Scarlatti's part we V\'Ould do 
well to remember two things; first, that a large part o:f 
the beauty o:f the Italian lan~age lies in its sound, and 
this beauty can be appreciated apart from its sense; and 
second, that the Italians themselves were not blind to 
the extravagances and the artificiality of the poetic 
conventions o:f their day. We have already seen Luigi 
Rossi's treatment of a text which satirizes these conven-
tions; contemporary V\'i th Scarlatti we find a similar 
expression in a cantata by Pasquini: 
"Eh cbe non e possibile 
sarivere e non parlar di Filli e Clori! 
Il mondo vuole amori, 
wol sentir dolce pene, 
vuol parlar di catena, 
vuol suono di piacer, non di rigori." 
.Apart from the cantata "Per un vago desire", only 
a very feV\· depart from the stereotyped pastoral situations, 
and among these are the only two cantatas with sacred 
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texts. Scarlatti was obliged to write a fair amount of 
church music for Rome, but sacred texts were out of 
place in chamber music and both these cantatas were 
probably written in response to some special commision. 
The words in both cases are by Prince Antonio ottoboni, 
father of Scarlatti's patron, and a general in the papal 
army: One of them, a Christmas cantata which begins "Oh 
di Betlemme al tera" ( B.M. Add. MS.l4165) is sao red for two 
violins, viola, violonvello, and continuo, and is to-day 
the best known of all Scarlatti's cantatas, owing its 
populari "cy to Dent• s edition and (very free) translation! 
It is an attractive work, but there can be no doubt that 
Dent would have preferred to publish others if he could 
have foreseen a demand for them. The other sacred cantata, 
11 Alma tu, che dal cielo" (B.M. Add. MS.34056) dates from 
1709 and is scored for the same combination as the 
Christmas cantata except that there is no part for viola. 
Musiaally it is disappointing and is not well served by 
the text - a laboured and trite underlining of the old 
saying, "Take time by the :forelock, for he is bald behind". 
Only some twenty-five of all Scarlatti's cantatas 
are for two voices, but they include some very fine works. 
The majority are dialogues for two Arcadian characters, 
who both express the same affect in a similar situation. 
In other words, the presence of a second person does not 
lend any dramatic force to the cantata, and in this they 
resemble the serious ensembles of Scarlatti's operas. 
These works frequently begin and end with a duet and 
contain an equal share of solo arias for both singers, as 
well as recitatives in which both of them take part. Two 
beautiful examples of this type of duet cantata are in 
the Fitzwilliam Museum, Cambridge, and have been recordeaf 
"Lisa del foco mio", and 11 Ahi, che sara di me? 11 , which 
date :from 1706 and 1707 respe<l:tively. 
--------------1. The MS. of "Oh di Betlemme al tera", in common with 
the vast majority of cantata MSS., does not bear the 
name of the poet. Dent (op.cit.p.99) declares him 
to be Prince Antonio Ottoboni without revealing the 
source of his information. The other cantata is 
included in a volume of works by various composer.s, 
all to texts by Prince Antonio. 
2. Oxford University Press, 1945. 
3. L'Oiseau-Lyre, OL 50154. 
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A seaond type of cantata for two voices is that 
which contains no recitative and is sung in two parts 
throughout, both voices singing the same words. Such 
works might be considered the vocal counterparts of the 
instrumental trio-sonata. Since Scarlatti's basses always 
provide more than mere harmonic suppor~ the result is a 
highly contrapuntal texture of three strands, to which it 
is of'ten dif'ficul t to add a meaningful realization of the 
figured bass. It might be more proper to refer to works 
such as these as chamber-duets rather than as cantatas, 
since they have much in common vd th the chamber-duets of 
Steffani and others, but neither Steffani, nor for that 
matter Handel, ever surpassed the mastery of Scarlatti' a 
vocal duets, and many of the duets in the church cantatas 
of J.S.Bach sound strained and overloaded after hearing 
Scarlatti's. 
A very fine example of this second type of 'cantata 
a due' is "Questo silenzio ombroso", which has already 
been mentioned for its fugal last movement. Since short 
extracts are insufficient to give the measure of a work, 
let us, for our last example from the cantatas of 
Alessandro Scarlatti, quote the opening arioso in its 
entirety. Even this will convey only part of the beauty 
of the work, and will give little idea of the way in 
which the composer adapts the cantata structure to serve 
his expressive purposes. 
Ex.l02. 
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The mature Neapolitan cantata is a form of pen:tr.ectly 
balanced proportions, and one ·which, for al its outward 
uniformity, is capable of remarkable variation end 
subtlety in the minutiae of design end expression. 
scarlatti's beet cantatas bear the evidence of genius in 
their superb araftamanship, their balance and restraint, 
and their sensi ti vi ty to nuances of expression. They are 
unli~ely to appeal to those whose idea of beauty lies 
only in maesi ve structures and the expression of forth-
right emotions and ideals; and devotees of Bach's cantatas 
might find them disappointing, and even trivial. Their 
appreciation demands the same measure of sensi ti vi ty as 
attended their creation, for they are, in the best sense 
of the word, aristocratic-. 
* * * 
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CHAPTER FIVE . 
THE DECLINE OF THE CHAMBER CANTATA 
----------------------~------
We have so :far observed the course of -the 'c.antata 
da camera' from its beginnings as an offshoot of the 
Florentine monody and its subsequent development at Venice, 
Rome, and Naples. We have seen it as a strophic bass 
form at Venice, as a free admixture of reeitative, arioso, 
and aria bound together by a recur~ent refrain at Rome, 
and finally as a regular al tarnation of reai tative and da 
capo aria with Scarlatti at Naples. 
Although Naples remained the centre of cantata 
activity during the early eighteenth century, the eulti-
-wationt of the Neapolitan cantata, as of the Neapolitan 
opera seria, took place not onJ.y in Italy as a whole but 
in all the leading musical countries of Western Europe, 
particularly France, Germany, and England. In Italy itself, 
and especially in Naples, there seems to have been an 
insatiable demand for such works, and examples may be :found 
by nearly all the active composers of the time, though none 
was as prolific as Alessandro Scarlatti. 
The most prominent of Scarlatti's contemporaries il:!L 
Italy, and the most rewarding for the student of the 
chamber cantata, are Bassani and Giovanni Bononcini at 
Bologna, Benedetto Marcello at Venice, Gasparini at Rome, 
d' Astorga, and Handel.1 
------------1. To give a complete list would be tedious as well as 
unnecessary, since it would include every opera com-
poser of the day. The composers whose works are most 
often found alongside the works o:f thee e already men-
tioned include Ariosti(b.l66&), Lott.i(c.l667-1740), 
Caldara(l670-~736), A.M.Bononcini(l675-1726), Fago 
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Handel is mentioned in the present eQmpany, since 
the majority of his cantatas were written during his 
Italian journey in the yevs 1706 to 1709. I:f we say that 
all these composers at their best produce~ cantatas which 
suffer nothing in comparison with some of Scarlatti's we 
are choosing our Y>ords carefulllh but the reader, or the 
listener who has heard examples of the form only by Handel, 
will be justified in asking why we consider Scarlatti, 
and not one of them~ as the more important composer. A 
few points of general comparison will help to show where 
Scarlatti's genius lay, and why his o.ontempora:r.des only 
rarely equalled it. 
1. None of them equalled Scarlatti's range of 
expression, or the consistently high level of his invention 
and inspiration. This is not a question of profligacy. 
Scarlatti had himself forged the aantata which served as 
the model for so many other composers, and he understood 
it as no-one else did. 
2. The contrapuntal interest found in Scarlatti• s 
cantatas give them a strength of uttierance so often lacking 
in the works of other. composers. 
3. Though his harmony is hardly more advanced than 
that of even his lesser eontemporaries, his skill in using 
it, and in modulation, is much greater. It is often 
possible to predict the tonal course of a cantata by, say 
Bononcini, but Scarlatti often su~rises with an unexpected 
change of key. 
4. While others were content to pour conventionalities 
into the stereotyped mould, Scarlatti never became the 
ser1a.nt o:f the form. 
5. His strength lies in those places which discover 
the weaknesses of others. FOr instance, he rarely falls 
into the temptation of securing continuation of a phrase 
with empty sequential figures; the middle parts of his da 
capo arias show no flagging in invention and resource; and 
his florid passages are made to sound spontaneously 
prompted by the text. 
The musical importance of Bologna in the early eight-
eenth centur,y has been overshadowed by that of the 
~~~~~!~2~ol, perhaps because concert progranmes do 
~. (con~d. from p.l38).(l677-l745), Mancini(l679-l73a), 
Conti(l68l-l731), A.Marcello(l684-c.l750), and Porpora ( 1686-1766). 
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not ena'Ourage us to associate Italy with instrumental 
music in the way that we do France and particularly 
Germany. The Bologna composers are important for their 
work in the sonata and in the beginnings of the orches-
tral concerto, but they were also very active in the 
composition of cantatas, and, indeed, more cantatas were 
publishe~ there than anywhere else in Italy. The interest 
of the Bolognese composer in instrumental music is 
reflected in the numerous cantatas which include parts 
for obbligato instruments, including of course the 
trumpet:, and there was at least one early attempt to fuse 
the cantata with the concerto grosso, on at least with 
the forces of the concerto grosso. Giacomo .Antonio Perti 
( 1661-1756) wrote in 1688 a cantata "Dal profondo de' 
pensieri" for soprano "con violino e violoncello obbligato 
e Concerto g:rosso, Arpa o Tiorba"• We notia:e that Torelli, 
one of the leading figures in the early history of the 
con~erto at Bologna, also wnote cantatas, although Carelli 
seems not to have done so. 
Bologna was important as a centre of cantata com-
position before the beginning of the eighteenth century, 
and may be regarded, with Naples, as an offshoot of the 
Roman school of Carissimi and Luigi Rossi. Scarcelli 
published a volume of "Cantata a voce solan at Bologna as 
early as 1642, Alessandro Me1ani (~.1703) was wniting 
cantatas there in 1660 when he was appointed maestro di 
aappella at San Petronio, and Colonna ( lS37-l695), G. F. 
To si (h. c.l630), and G. M. Bononcini ( 1642-1678.) wene all 
prominent in the cultivation of the form before Scarlatti 
had begun to write his earliest works. Some measure of 
the activity in cantata composition at Bologna is shown 
'b.y the collea;-tion "Melpomene cor_onata", published there 
'by Marim:> Sil vani in 1685 r: which included cantatas by 
Albergati, Arresti, Colonna, Frabetti, Gabrielli, 
Ghenardini, Giovanardi, Manari, Passarini, Pellicani, 
Perti, and Tosi. 
Althou~ its musical importance was on the decline 
b~ the year o~ Scarlatti's death (1725), Bologna is 
associated with at least two influential writers of 
cantatas of the early eighteenth century, G.Bononcini and 
Bassani. Giovanni Bononcini 'V\'as born at Modena, not far 
from Bologna, in 1670 and died in 1755. He was the most 
fam.ous member of a musical family, both ·his fathe:n., 
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Giovanni Maria, and his brother, Antonio Maria, being-
active in the production of cantatas. It is uniortunate 
that we first learn of Bononcini from the popular bio-
graphies of Handel, -wher.e he is :frequently painted: as 
the overrated, undergifted compose~ who sought to destroy 
Handel's reputation as an opera compose~. The mental 
image we have of him is further influenced by his part in 
a scandal of plagiarism which is said to have hastened his 
departure from England. Such learning does not encourage 
us to appr.oaah Bononcini' s music. with an open mind, but 
we must also guard against the temptation to rush to the 
defence o:f the underdog. 
Of Bononcini • s popl.ari ty there can be no doubt. He 
went to England in 1720, and the volume of "Cantata e 
Duetti 11 which he published in the following year and 
dedicated to the king contains a subsription lis~ of about 
t.,·o hundr.ed and thirty names, many of the subscribers 
having purchased more than one copy. The fourteen c.antatas 
in this volume are arranged symmetrically so that it falls 
into two parts. The first half consists of six cantatas 
for solo soprano and one duet cantata for soprano and alto; 
the second part has six cantatas for solo alto and one for 
two altos. The solo cantatas are accompanied alternately 
by two violins and continuo and by continuo alone. The 
duets have no obbligato string parts. 
Considerable care went into the preparation of this 
publication and we may be sure that it shows us Bononcini•s 
chamber style at its best. All the cantatas are in the 
Neapolitan form, and all those with strings except one, 
the eighth, begin with an instrumental prelude consisting 
of two (and in one case three) short contrasted movements 
in binary form. Only the tenth cantata, "Siedi .Amarilli 11 , 
shows any departure from the accepted structure. It starts 
with a movement which alternates stretches of accompanied 
aria with othens of secco recitative in an unusual and 
satisfying manner.·. 
It is not difficult to understand why Bononcini 
enjoyed so much popularity, for his cantatas contain nothing 
which calls for maximum concentration from either pen-
formers or audience. His reci tatives are shor1l and straight.-
forward, his melody ingratiating and entirely :free :from 
any rhythmic subtlety, his bass parts never obtrude, and 
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his haxmony sho"'s a 1 eaning towards easy pathos; his 
favourite indication of expression is "affetuoso" and 
this te:rm ef:fecti vely sums up much of his mu sic.1 
These remarks are not necessarily pejorative, and 
Bononcini c:an delight us when his imagination is at its 
liveliest; but most of his work is humdrum. His modu-
lations are so unadventurous as to be predictable and 
his melodic construction relies too much on mechanical 
sequences and repetition. It is difficult to undenstand 
Burney's admiration for Bononcini's bass parts, for 
although he was a violoncellist himself, his basses are 
nearly all uninteresting and contribute little to the 
unfolding of the aria. The middle parts of his da capo 
arias are rarely more than repetitions of prev.Qous 
material in a different key scheme. 
We cannot condemn a musical culture which delighted 
in vocal virtuosity for its own sake without also 
condemning the Queen of the Night's arias in "Die Zauber-
fl8te" and Donna Anna's aria, "Non mi dir", from "Don 
Giovanni". Scarlatti's approach to mel ism a was that of a 
seventeenth-century composer; Bononcini's treatment, on 
the other hand, shows him to be thoroughly eighteenth-
century in style. One of the characteristics of the 
virtuosic ~o cal writing of the eighteenth century rarely, 
if eve~, found in the music of the previous century or of 
Scarlatti, is the use of a cadenza on the last syllable of 
a word which itself demands no special treatment in the 
way of word-painting. It is found as much in Mozart as 
in Bononcini but is responsible for much poor musia:, and 
the following example from Bononcini' s cantata "0 
frondoso arboscello 11 {number six of the 1721 volume), is 
typical of the emptiness of many of the ~ompose~'s florid 
passages: 
Ex.l03. (see next page) 
-------------1. A.J.B.Hutchings ("The Baroque Concerto", London 19611 p.71) has dra\\n attention to the direction "af:fetuoso 11 
as common in the slow movements of Pietro degli 
.Antonii' s instrumental works. Was it perhaps in vogue 
at Bologna? I recall only one instance of its use in 
a Scarlatti MS. 
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Ex.l03. 
/ill~·~hc~E~i~g~-~1~e~·~,~~~r~·~J§J§l~J~~J~J~J~J~~J~J~W~I6~r~~·ijr~\~r~· 
L\. +e M" ~~ vu-va. -------- ---------
Il 
ifih ! II! I~ i!- ~: r r ( r r r ~ 
A short extract ~ill serve better than a lengthy 
description to show the measure o£ Bononcini's aehieve-
ments. It is the entire first section of a da capo aria 
from the cantata "Ah non. m'havesse" (Cardiff Public 
Library, MS.l.2). The reader will observe a melody which 
proceeds in shoru phrases, the stilted effect of ~hich is 
further emphasised by empty sequential repetition, and by 
a bass which does nothing to relieve the rhytbmi~ dullness 
of the vocal part. Quotation of the remainde:zr of the aria 
is unnecessary, for it merely repeats the same material in 
a different, but equally predictable, sequence of keys. 
Ex.l04. 
~ - -
... to\ I.. .... ... .. 
1 .. Gt.-U de. b.'tt. 
~ 
I" 
.... _ 
fo -ec- ~~lf 
• 
""' 
-
... 
.'Pl 
-
-........ l • 
I "" - . ,. ... ~~e~ i"oCD- u,-~4.~~ I CCC- hwNl~~~~ C/J!r-
41 
-- ... il 
-
" ~ 
-143-
• 
_A "' ~ .... .. 
- (.,o-{.1 ~~"' ~u.Ge·, COt(, ~'"""-~ ''-5'" -R •l.( £4(, ~Cl~tr~ 
• ~- • 
'-""""' 
--.......! 
... ~ 
CF~J ... _ 
Let us admi~ at once that Bononcini can do better 
than this; bu~ ~e must add that Scarlatti, even at his 
worst, is never so facile in his expression. Ho~ever, 
the short-comings of Bononcini have no~ been exposed in 
an attempt to win greater glo~ for Scarlatti. The 
baiting of a third-rate composen should neven be the task 
of the serious historian, but some account of the third-
rate cantata is necessary for our present purposes. A 
form becomes moribund when it serves merely to cloak 
poverty of invention, and the preponderance of works by 
composers no more gifted than Bononcini helped to 
a~celerate the decline of the cantata as a chamber-music 
form after the death of Scarlatti. 
Amidst the multitude of second-rate imitations some 
composers succeeded in achieving a good standard, and 
even some measure of individuality. Manuscript cantatas 
of Bononcini's contemporary at Bologna, Giovanni Battista 
Bassani (a. l657-l716), are rarely to be found in British 
li.braries, but the example reproduced in Riemann• s 
"Kantaten- Friihling" (Leipzig n. d.) and the dozen or so in 
the French collection at st. Michael's College, Tenbury, 
showed that he avoided the banality of Bononcini and 
composed ~i th a good standard of workmanship. The same 
remarks ~ply to the cantatas of the venetian Benedetto 
Marcello \1668-1739), ~ho is frequently commended for the 
beauty of his recitatives. 
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Pmmanuele d' Astorga ( 1680-1757) was, like Marcello, 
an amateur musician of noble birth, the word 'amateur' 
signifying onl~ that he did not compose to earn his living. 
Born in Sicily, he was active in Rome, Vienna, Palermo, 
and Spain, and published a volume of twelve cantatas at 
Lisbon. His work has been underrated by many writers. 
With Basaani, Marcello, and Handel he shares a place in the 
composition of Neapolitan cantatas second only to that held 
by Scarlatti. His recitatives are never leas than inter-
esting in their harmony, and his arias show a fine flow of 
melody which avoids the monotony of four-square phrases. 
Some idea of his vigorous style and lively sense of rhythm 
may be gathered from example 105, which quotes the openings 
of both the arias in the cantata "Ti parlo, e non m'ascolti" 
( B.M. Add.MS.l4216). 
Ex.l05( a) • 
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Handel's cantatas are nearly all youthful works, 
and although they show the hand of a gifted composen they 
c:annot stand beside his achie-v·ements in opera, oratorio, 
and concerto. A few are found in reed. tal programmes to-
day. While Scarlatti's continue to be neglected we can 
onl~ attribute this to the interest we naturally display 
in the minor work:s of a major oomposer.. 
Lik:e the Neapolitan opera seria, the Neapolitan 
cantata found a~ceptance in every major musical centre 
of Europe. Even in France, the country most resistant 
to the new Italian style in opera, interest in the cantata 
is shown by the existence of Italian soores in hen 
libraries and of French works in imitation of them. 
Probably the first to write works in French under the 
title of cantata was J.B.Morin, who published two sets of 
cantatas in 1706 and 1726. In the preface to his 
"Cantatas :Fran~oises" (Paris 1706) he speaks of the 
-146-
difficulty which audiences found in understanding the 
words of Italian pieces and of his attempt to preserve 
the inflexions of French prosody vd thin the Italian 
:framework. He says that he has "been advise<i" to publish 
the work because of the circulation of inaccurate manu-
script copies. One reads this in so many prefaces to 
published works of the period that one can only assume 
that to let it be thought that one published for personal 
fame or advancement, or simply from belief in the value 
of the publication, was considered to be in bad taste. 
Morin writes: 
"Il y a quelques a.nnees que j • eus dessein 
d'essayer si notre langue ne seroit point 
susceptible de Composition de musique, 
appe116es communemen~ en Italie Cantatas, 
ou sujets differents de Poesies, m~16es 
d'airs, et de recitatifs. Quelques-unes 
de celles que j•avois mises en musique se 
sont repandues en plusieurs endroits; 
mais comme ce qui court en manuscrit n•est janais parfaitement correct, on m' a con-
seille de mettre ce recueil au jour, et 
plusieurs personnes m• ont fait esperer que 
la nouveaute de cea aortas d'ouvragea 
pourrai t plaire au publique, la p1upart de 
ceux qui entendent chanter la musique 
Italiene n' eyant pas la meme satisfaction 
que s'ils entendoient lea Paroles. J'ay 
:fait aussi mon possible pour conserver 1a 
douceur de notre chant fran9ois, sur des 
accompagnements plus divers~fiez, et sur 
les mouvements et la modulation dont lea 
cantatas i taliennes sont composees." 
. Volumes of cantatas appeared :fairly regular~y from 
Freneh publishers between 1706 and about 1750, the most 
outstanding composers being Andre Campra (1660-1744) who 
published three books of "Cantatas Fran~oises" in 1708, 
1714, and 1728, Michel Pirolet de Monte~lair (1667~1737), 
and Louis Nicolas Cl6rembau1t (1676-1749), the only French 
composer whose cantatas form the major part of his output. 
The last-named: published five volumes, and numerous others 
remain in manuscript. His "Cantata d'Orphee" ( "Le Fameux 
Chantre de la Thrace") (B.M. Add.MS.17785) betrays his 
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interest in mythological subjeats as ~ell as his indebted-
ness to Italian oompo sers for a design of' a1 ternate 
recitative and da capo aria. 
Political and cultural ties between Spain and the 
kingdom of' Naples ~ere very strong in the seventeenth and 
early eighteenth centuries, and it is not surprising that 
Spanish composers turned to the cantata :form. Although 
there arose no native school comparable with those of' 
Italy and France, there ~as certainly some demand :for 
Italian cantatas; d' Astorga published cantatas at Lisbon 
with Italian and Spanish words. Most of' the seventeen 
works, and perhaps all, contained in a manuscript volume 
of' "Cantadas Espanolas" in the Mac:kworth collection at 
Cardiff PUblic Library (MS.l.l4) pre-date d'Astorga's 
publication. The composers represented are Joseph Torres 
(or de Torres), Joachim Landuez, Federico, Dur6n, D.F.D. 
R.C. (perhaps the scribe), Pedro Rabaza, and Antonio 
Li teres. 
Information about these composers is not readily 
available in the standard English reference books, but at 
least three of them were active at Madrid. Sebastian 
Dur6n (dates unkno~n) was master of the Royal Chapel there 
from 1691 until 1702, and well kno~n as a composen· of 
opera and sacred music. Antonio Literes (c.l670-1747) and 
Joseph Torres (d.l738) both worked as organists at the 
Royal Chapel, the former being employed with Nebra in 
restoring the contents of the library after the fire at 
-the Royal Palace in 1734. The texts of these cantatas 
show Italian influence in the predominance of Arcadian 
settings; in fact they could easily be Spanish translations 
or paraphrasings of Italian originals. The music sho~s 
similar Italian influence, although only five of' the works 
are in the Neapolitan design. Even those mov,ements which 
bear titles of Spanish song- or dance-forms are predomi-
nantly Italian in .flavour. 
Tbe com~oser represented by the largest number of 
works (eleven) in the present volume is Joseph Torres. 
The best of them, "Bosques umbrosos" is stylistically not 
far removed :from an early Scarlatti work (for example 
"Correa nel sene amato") and is scored for the same 
combination of perfOrmers as that work. Compare, for 
instance, the following extract from the opening move-
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ment (Estribillo) of Torres's work with the quotation 
from Scarlatti's at example 67 (pages 95-96): 
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The Cardiff manuscript does not point to the 
presence of any significant school of secular cantata 
composers in Spain, and the cultivation of the form in 
Germany was similarly sporadie:. The greatest contri-
bution to early eighteenth-century music in the southern 
states of Germany was made in instrumental and orchestral 
forms, and the vocal music of the northern, Lutheran, 
part of the country was more concerned with the fusion 
o :f. Italian fom s and style with the traditional chorale -
in other words, vd th sacred music. 
As far as the seventeenth century in Germany is 
concerned, the cantata is virtually non-existent. Kaspar 
Kit.tel•s "Arien und Kantaten" (1638) op.l is an isolated 
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work~ the fruit of study in Italy where Ki~el (1603-
1639; absorbed the idiom of Cac.:c:ini as well as the 
technique of the strophic bass. The Generalbass-lied 
reached a high degree of penftection in the hands of 
Heinrich Albert ( 1604-1651), Kaspar Ki t:tel, Adam Kriege:tt 
( 1634-1666:), and Phillip Heinrich Erlebach ( 1667-1714), 
but although originally Italian-inspired the German 
Baroque Lied does not strictly lie within the field of 
our present study. It was only when the Baroque Lied 
fell into decline that the cantata began to spring up, 
in other words at about the beginning of the eighteenth 
century; even then it was not developed mucb as a truly 
national form, for Italian texts \\ere used. 
It is not surprising to find that the German 
~antata first flourished at Hamburg, the centre of 
Italian opera in Germany, or that the first German com-
poser to cultivate the form was Reinhard Keisen (1674-
1739), the leading figure at the Hamburg opera. 
Christian Friedrich Hunold~enantes provides evidence 
of the popularity of the cantata at Hamburg when he 
states: 
"Was die Grandee in Spanien, die Printzen 
"'JOm Gebliite in F:re.nkrei~h, die Mylords in 
England... das sind die Cantaten in de:rz· 
Poesie und Musik. Sie sind auch unve~ 
gleichlicb nette, und ist sowohl vor einem 
Poeten als Musicum kein Genus scbdner als 
dieses." :L 
The majority of Keiser's cantatas are in Italian, 
but there are some with German texts and at least one 
which uses both Italian and German words, the cantata 
"L'occaso di Titone all'Aurora Oriente", published in 
his collection "Divertimenti serenissimi delle Cantata, 
duett:i, et aria diverse" at Hamburg in 1713. Polyglot 
libretti are frequently found in the Hamburg operas. 
Schmitz mentions the following German composens 
of Italian cantatas: Keiser, Johann Fischer, Jakob 
l. Hunold-Menantes, "Die allerneueste Art zur Heinen 
und Galanten Poesie zu gelangen" (Hamburg, 1706) 
p.284. 
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Greben, Johann Christoph Pez ( 1664-1716), Abrahaxn Pfuhl, 
Johann David Heinichen ( 1683-1729), and Johann Melchior 
Molter (d.l765). Cantatas ~~th German texts are less 
common, but examples exist by Telemann (1681-176~), the 
Graun brothers, Gottfried Heinrich Stdlzel (1690-1749), 
and Johann. Heinrich Rolle (1718-1785). As late as 1781 
we find Johann Adam Hiller. ( 1728-1804) publishing at 
Leipzig a v,olume of "Cantaten und Arien ver.s~hiedener. 
Dichter"." 
The cantata in England, as in Germany, was a product 
of the eighteenth century and was written in imitation of 
Italian models. There are numerous works by seventeenth-
century English composers to v:hich the title "cantata" 
would be appropriate. Purc.€11' s "Expostulation of the 
Blessed Virgin Mary", for example, is a cantata in all 
but name, but the first use of the term in an English 
publication is found in a volume of Six English Cantatas 
by John Christopher Pepusch ( 1667r-1752). Born in Berlin 
and christened Johann Cristoph, Pepusch went to England 
in about 1700 and remained in London for the rest of his 
life. He took his D.Mus. at Oxford in 1713, and became 
musical dire~tor at Lincoln's Inn Fields. Best kno~ to 
us no~· as the arranger of the music for John Gay's "The 
Beggars' Opera" in 1728, he taught Travers, Boyce, and 
Cooke. 
PepusCh's first book of cantatas was published by 
Walsh and dedicated to the Marchioness of Kent. The 
publication bears no date but Burney, from advertisements 
in the Tatler, assigns it to 1710. Pepuscrh himself 
claimed p:l.'iori ty for his cantatas in the preface, which 
was probably written by John Hughes, who supplied the 
words for the cantatas. Perhaps Pepuseh felt his ov.n 
crommand of the English language inadequate for the writing 
of the preface; certainly his setting of English words is 
often unorthodox. Like Morin in the first book of French 
cantatas, the writer here speaks of the difficulty which 
audiences of the day found with the Italian language. 
ttMr Pepusch having desir' d that some Account 
shou'd be prefix'd to these Cantata's, 
relating to the Words, it may be proper to 
-----------1. Schmitz, op.cit. chap.VI. 
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acquaint the Pu'blick, that they are the 
first Essays o:f this kind, \\':rrl. tten :for the 
most part several Years ago, as an Experi-
ment o:f introducing a sort o:f Composition 
which had never been naturalis'd in our 
Language. Those who are affectedly p~tial 
to the Italian Tongue, will scarce allow 
Musick to speak any othen'; but i:f Reason 
may be aAmi tted to have any Share in these 
Entertainments, nothing is more necessary 
than that the Words shou•a be understood, 
without which the End o:f Vocal Musick is 
lost. The Want o:f this occasions a common 
Complaint, and is the chief, i:f not the 
only Reason, that the best Works o:f Scarlat.i 
(sic) and othe~ Italians, except those per-
form' d in Opera' a, are generally but little 
known or regarded he~e. 
11 (Mr Pepusah) ••• is desirous the 
Public~ shou'd be in:for'd that they are 
not only the first he has attempted in 
English, but the first o:f any o:f his Works 
published by himself; and as he wholly aub-
mi ts them to the Judgement o:f the ::t.overs of 
this Art it will be a Pleasure to him to 
:find that his Endeavours to promote the 
Composing o:f. Musick in the English language, 
after a ne\\· Model, are :favourably accepted." 
That Pepusch1 s endeavours were in :fact :favourably 
accepted is proved by subsequent publications by himself 
and others, although there is little in his first volume 
to interest us to-day. Burney aonsidered number :five, 
"While Corydon the lovely shepherdtt :for soprano, :flute, 
and continuo, to be the best~ while Schmitz regarded 
Pepusch as the "one-eyed man among the blind 11 in the king-
dom o:f the English cantata! ( "Alle a in all em dar:f el'!· 
(Pepusch) in der Reihe de~ englischen Kantatencomponisten 
aber doch als del'! 'Einihlgige unter den Blind en' gel ten tt.) 
All the cantatas in Pepuse;h' s first book are in the 
-------------1. Burney, op.cit.Book III p.426. 
2. Schmitz, op.cit.p.312. 
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Neapolitan design, but they show a number of features 
which are shared by other English works of this genre. 
Arcadian verses are much in e-uidence, but so are classical 
myths, and there is less emphasis on love poems. A brief 
resume of the subje~ts in the present volume will show 
how much more varied they are than those of Scarlatti 
discussed in the previous chapter. 
1. The Island of Beautl• A cantata in praise of 
Britain, the iavour~te island of Venus. 
2. Alexia. Alexis wishes to assuage his amorous 
p~a with the power of music., but Apollo warns 
him that it is impossible to do so. 
3. The Spring. Collinet, a shepherd, heralds the 
approach of Spring. 
4. Miranda. Apollo and the gods pay homage to Miranda 
and her tuneful voice. 
5. Corydon and 
6. Cloe are both of an amatory nature, in a. pastoral 
setting. 
The English composers, perhaps beGre.use of the lighter 
nature of many of their texts, make more use of major keys 
than does Scarlatti. All the works in Pepusch's book are 
in the major, and there is only one aria in a minor key. 
The arias are in da capo form, usually very short. like 
Bononcini's; they never offend, and rarely please. The 
recitatives are unadventurous, with much use of 'Orgel-
punkt' in the bass. The second cantata, "Alexis", proved 
very popular with English audiences, and indeed was 
frequently performed until about the middle of the nine-
teenth century. Perhaps English audiences were charmed 
by the prettiness of the first aria, "Charming sounds that 
sweetly languish", or by the novelty of the 'alberti' 
figurations in the obbligato cembalol. part of the second. 
Ex.l07. 
--------------1. Not obbligato violoncello as stated in Grove. 
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"Six English Cantatas after the Italian Manner 
compos' d by Mr. Galliard" were published by Walsh and 
Hare some six years after Pepusch's first set, and are on 
the whole more successfUl. Johann Ernst (John Er.nest) 
Galliard (c.l680-174S) was born at Calle and studied 
under Farinelli and Steffani. He was a friend of the 
Bolognese composer, Pier. Francesco Tosi, whose "Opinioni 
de' cantori antichi e moderni, o sieno osservazioni sopra 
il canto figurate" ( 1723) he translated into English. He 
went to England in 1706 and succeeded nraghi as organist 
at Somerset House as well as playing the oboe in the 
opera orchestra under Handel. The cantatas are dedicated 
to "my Lady Rich", the wife of John Rich, for which 
gentleman Galliard composed pantomimes and other stage 
entertainments. Galliard had, of course, been forced 
into publication by the circulation of inaccurate manu-
script copies. 
The words of Galliard's cantatas are the work of 
Hughes, Congr.eve, and Prior, but the music makes greater 
acknowledgement to Italian influence than did that of 
Pepusch. In his preface Galliard expresses his admiration 
for Scarlatti, Bononcini, and Tosi, and it is noticeable 
that only one of his cantatas is in a major key, and that 
none uses instruments other than continuo. 
A full account of the cantata in England must be 
left until a later date, rut it might be convenient to 
mention here the names of some of the more important 
contributors to the form. They include Daniel PUrcell 
( c.l660-1717), Michael Christian Fasting ( d.l752), Maurice 
Greene (c.l698-1755), John Stanley (1713-1786) (probably 
the most prolific of the English cantata composers), and 
William Boyce (1710-1739). There is little in their work 
which bears comparison with Scarlatti, or which makes us 
lament the less the early death of Henry Purcell. 
Satire is always an indication of some popularity 
(or notoriety), and "The Stocking, A cantata by Mr. Stokes" 
points to a wide acceptance of the English cantata. 
Although tuadated it was probably published after 1750. 
he satire, like that of Cesti described in an earlier 
chapter., is mainly literary, and some idea of its style 
may be drawn from the opening recitative. The compose~ 
confines his own vd t to providing unnecessary indications 
-154-
• 
• 
~ 
for the keyboard player, and omitting the expeated 
cadence at the third bar: 
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In the second aria, "Happy insects Damon c:cy ' d", the com-
poser directs his fire towards the senseless repet ition of 
words to fit a conventional melodic formula. It will be 
noticed that t he formula itself belongs to the period 
after the Baroque. 
Ex. l09 . (see next page) 
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BefOre the end o~ the eighteenth aentury the cantata 
had ~allen out of favour with English musicians, a ~act 
which Burney laments in his History: 
"O'pe~a sc_enes, or single songs, now supply 
the place o~ cantatas in all private concerts; 
but besnes the loss which these sustain when 
taken out o~ their niche, as they were origi-
nally calculated ~or a numerous orahestra, 
they can seldom be completely aacompanied 
by a small band." 1 
* * * 
1. Burney, op.cit. Book IV chap.4.p.638. 
-156-
In the hands of Alessandro Scarlatti the chamber 
cantata had been a form capable of serving the most varied 
musical expression, continually enriched ~d extended 
by the searchings of a creative mind. A brief study of. 
the cantata after Scarlatti is enough to show how this 
form became, for his later contemporaries in Italy and 
abroad, a mere framework for conventional trivialities. 
To sum up all that has so far been said in this chapte~ 
one cannot do bet.ter than quote the words of one who knew 
the period and its music as well as anyone, and under-
stood it better than most. Alfred Einstein writes: 
"Naah ihren gross en Meistern, ••• verflacht. 
die Aria durch die allgemeine Neigung der 
Periode zur reinen Homophonie: die Melodie 
verweichlicht. in der Manier des Vorhalts, 
die Koloratur. wird aum willkdnliahen und 
unorganischen Auswuchs; der Bass sinkt 
wieder, wie am Anf.ang den Bewegung, in 
seine ledigliah st~tzende, geistlos dien-
ende Rolle zurtick: wenn. auch mit dem wesent-
lichen Unterschied, dass diese zurttckhaltung· 
de~ Stfitzstimme einst dem Wort.ausdruck, dem 
affektiven Gehalt. diente, und am Ende der. 
Entwicklung nur. mehr einem leeren, 
virtuosischen, instrumentalen Schall. u 'l. 
.Among the factors contributing to the dealine of 
the chamber cantata was the neglect of singing in favour 
of instrumental virtuosity. Even before the end of the 
seventeenth century the violin sonata and the trio-
sonata had begun to challenge the cantata as the ideal. 
form of chamber music:, and by 1725, the year in which 
Scarlatti die~, the challenge had become a serious one. 
Arrangements for instruments of operatic or cantata arias 
became popular, e~ecially in England. Sometime about 
1750 Samuel Howard (1710-1782) published a volume of. 
"Cantatas for the German Flute", and not many years later 
we find furney observing about Porpora that 
"by confining him self rigidly in his songs 
and cantatas to such passages are only fit 
for the voice, his cantatas will seem to 
------------l. A.Einstein, op.cit. 
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want spirit when tried upon an instrument. ul. 
Italian composers after Scarlatti who wer.e not. con-
tent merely to imitate his chamber style trans~ormea the 
cantata into a piece for virtuoso singer and orchestra. 
Important in this new development were Leonardo Leo ( 1694-
1744), Leonardo Vinci (1690-1730-}, and Johann Adolph Hasse 
(1699-1?83), but among the best works are those of 
Pergplesi (1710-1736). The orchestral cantatas of these 
composers can be called chamber works only in the sense 
that Baroque musicians used the term 'da camera' - that 
is to say for music which was not intended for the church 
or the theatre. They are not chamber musie in the way we 
understand the word to-day, and the only feature they 
have in common with Scarlatti's cantatas is the wholesale 
adoption o~ the Neapolitan form. 
Indeed the works are as interesting from an instru-
mental as from a vocal vie\\'Point, and we can see in them 
a number of details of orchestral acnompaniment which we 
more readily associate with Mozart. There is, however., 
frequent doubling of first and second violins, and of 
-wiola and bass at the octave. Composers make a rule of 
introducing at least one •stromentato• recitative, often 
with much elaboration in the orchestral writing. The 
arias are on a large scale, with a long opening ritor.nello 
introducing a number of ideas on concerto lines, and there 
is often a well-defined "second subjea;ttt in the nearest 
related key (usually the dominant, since composers begin 
to favour major tonalities). The middle part of the da 
capo aria is comparatively shor~, often showing a nhange 
o::f tempo and tillle-signature and sometimes an excursion 
into the new 'empfindsamer• style. The new pre-classical 
style is to be observed in a number of other ways as well; 
in the slower rate of chord change, the frequent pedal 
points, the simple hamony, the clear-cut modulations, and 
the melodic inflexions. 
Pergolesi' a cantata. "Chi non ode" (R. c.M. MS.492) is 
a. good example of the genre, and the two quotations from 
it which follow will illustrate many of the remarks made 
above. The first is from the opening of the work. The 
--------------l. Burney, op.cit.Book IV ch~.4.p.637. 
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v l-1 
ritor.nello presents three well-defined thematic ideas 
(identi~ied here by the letters A, B, and c), each o~ 
which is used independently and in di~~erent keys during 
the course of the aria. 
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The saQOnd quotation has been ahosen to illustrate the 
broken style of the accompanied recitative. 
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With works such as this one by Pergplesi we are 
alearly getting :far away from the chamber style of the 
seventeenth-century cantata, and so from the subject of 
our present study. There is to-day a growing interest 
both in the music of the seventeenth and early eighteenth 
centuries and, on the part of composers, in using the voice 
as a partner in inst!tumental chamber music:. The time seems 
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ripe ~r a revival of interest in the Italian chamber 
cantata, and such a revival could not fail to enhance 
the stature of Alessandro Scarlatti as an important. 
composer, and one who has contributed much to our musical 
heritage. At least one writen· hopes that we shall soon have 
no cause to lament, vd th Dr. Burney, 
"that a specd.es of oomposi tion so admirably 
calculated for concerts ••• should now be 
so seldom cultivated; as it contains a 
little drama entire, having a beginning, a 
middle, and an end, in which the charms of 
poetry are united with those of Music, and 
the mind is amused while the ear is 
gratified. 111 
* * * 
-------------1. Burney, op.cit.Book IV,ahap.4.p.638. 
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APPENDIX ONE 
DENT' 8 CAT.AI.OGUE OF SCARLATTI'S CANTATAS: 
-----------------'-------------------
SOME ADDENDA _tillD OORRIGENDA 
--~-----------------------
The catalogue which appeared at the end o:f Dent's 
book on Scarlatti (1905) contains the most complete 
inventory of the cantatas yet made, and the new edition 
of the work prepared by Frank Walken· to celebrate the 
composer's tercentenary in 1960 contained no alterations 
to it. A complete :L"evision would entail extensive research, 
and the following addi tiona and correc:tions are merely the 
result of observations made during the preparation of this 
study. 
Manuscript sourc..es, except in one case which is 
noted, have been confined to those made before about 1800, 
and the following abbreviations are used: 
BL = Bologna, R.Conservatorio di Musica G.B.Martini 
(formerly the Licea Musicale) 
BM = London, British Museum 
Bos = Boston J?ublia Library, Massachusetts 
Car= Cardiff Public Library (the Macrkworth collection) 
Cop = Copenhagen, Royal Library 
LC = London, Royal College of Music 
P = Pavia University 
T = Tenbury, St.Michael's College 
W = Vienna, Hofbibliotek. 
* * * 
-164-
1. Cantatas not listed by Den~ 
1 • .A1 mare, al bosco, al rio (Sop). :Bos (M.36:0.10.v.3.no.l) 
2. A pie d'un faggio ombroso (Sop). LC (MS.578) 
3. Celinda e lamia vita (Sop). :Bos (M.360.lO.v.3.no.lO) 
4. Cruda Filli spietata (Sop). LC (MS.578) 
5. Da.l sigri ahi mia (Sop). Cop 
6. E con qual core (Sop). B\1: ( Add.ruiS.l4228) 
7 . Elitropio d'amor (Sop). P (Aldini oolleQtion 423) 
s. Fermate omai :fermate (Alto). P (Aldini collection 423)1. 
s. Il centro del mio acre (Sop). :Bos (M.360.lO.v.4.no.lB) 
10. Il fUlgido splendor d1 un ciglio (Sop). Bos (M.360.10. 
v.4.no.lS) 
11. Infelice mio core2 
12. In fra nottur.ni orrori (Sop). Bos (M.360.lO.v.4.no.l7) 
13. In questa lacrimosa orrida valle (Tantalo sitibondo) 
(Sop). Bos (M.360.lO.v·.4.no.20) 
14. Lascia, deb lascia al fine di tormentarmi (Sop). Boa 
(M.360.10.il·.4.no.2), LC (MS.578), W (MS. 
17530)' 
15. Lontano dal suo bene (Sop). BYi (Add.MS.31488) 
16. Lo sa il cielo, salle amore (Sop). LC (MS.57a) 
17. Mentre mesto (Sop). Bos (M.360.lo.v.3.no.l2)+ 
18. Mitilde addio (Sop). Bos (M.360.lo.v.3.no.5) 
19. Mi tilde, anima mia, conforto di mie pene (Sop). T (MS. 
lOSS )5 
--------------1. This cantata and nos.7,24, and 58 in the present. list 
have been published in a modern edition edited by 
Giampi ero Tin tori ( Ricordi, 19 58) • This particular 
work is either incomple~e, or unauthentic , or the only 
Scarlatti cantata to my knowledge which begins and ends 
in different keys. All the works in the edition are 
immature, and such a publication, while of interest to 
the student, can only be unjust to Scarlatti when so 
many finer works remain inaccessible - an injustice 
which is fUrther aggravated by poor editorial work. 
2. Mentioned by Schmitz (op.cit.p.l28) without refenence 
to its source. 
3. Referred to by Heinichen in his "Generalbasslehre 11 (1728), 
and printed by A. Schering, 11 Geschichte der Musi..k in 
Beispielen" (Leipzig-, 1931) pp.378-383. 
4. ~alled "Cantata a central to solo 11 in the MS., but written 
J.n soprano clef. 
5. In the hand of Joseph Mayer, dated 1860. 
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20. Mitilde, mio tesor, cosi veloce (Sop). Bos (M.360.lof 
21. Quella che chiudo (Sop). Bos (M.360.lo.v.4.no.ll) 
22. Questa il giandin felice (Sop). LC (MS.578) 
23. Questa vermiglia rosa (Sop). Boa (M.360.10.v.4.no.l2) 
24. Speranza mie, addio (Sop). P (Aldini collection 423) 
25. 
26. 
27. 
28 • 
29. 
30. 
31. 
32. 
33. 
34. 
35. 
36. 
37. 
38 .• 
39. 
40. 
41. 
42. 
43. 
44. 
45. 
46. 
47. 
48. 
49. 
* * * 
2. Additional sources for cantatas listed by Dent 
Ah, Mitilde vezzosa (Sop). Bos (M.360.10.v.3.no.7) 
Al fin m 'uG!:cr:iderete (Sop). Car (MS.l.19) t Cop 
Alme, voi che provaste (Sop). LC (MS.578J 
Amo, peno, gioisao (Sop). Car (MS.l.19) 
.Amor, Mi tilde e morta (Sop). Bos (M.360.10. Vi. 2.no.l) 
Andate, o miei sospiri (Sop. setting unspecified). Bos 
(M.360.lO.v.2.DD.8) 
.Ardo tac:ito amante (Alto). Bos (M. 360.10. v. 3.:m.o.ll) 
Augelletti semplicetti (Sop). Bos (M.360.10.v.3.mo.9) 
Aure io son di voi geloso (Sop). Car (MS.l.l9) 
Bella, per te <fi'amore (Sop). Bos (M.360.l0.~·.4.no.l4) 
Clori vezzosa e bella (Sop). Bos (M.360.lO.-w.3.no.l4) 
Cmda Irene superba (Sop). LC (MS.578) 
C:rudo emor., che woi dame (Sop). Bos (M.360.lo.v.2.no.7) 
Da che Tirsi airai (Sop). Car (MS.l.l9) 
Dal colle al pian discesa (Sop). LC (MS.578) 
Da quel di Qhe Mitilde (Sop). Bos (M.360.lO.v.3.no.8) 
Del lacrim o so lido (Sop) • C~ (MS.l. 19) 
Della spietata Irene fur l 1 accese pupille (Sop). Bos 
(M.360.lo.v.4.no.l) 
~edi a Fileno il core (Sop). Bas (M.360.lo.v.3.no.4) 
Dove al fin m.i traeste? (L' .Aria:nna) (Sop). Bos (M. 360. 
lo.v..2.no.3) 
Do~·'io mi volga o vada (Sop). Bos (M.360.10.v.2.no.ll) 
Due nemici tiranni (Sop). Bos (M.360.lO.v..4.no.ll) 
Ec~ che a voi ritorno (Sop). EM (Add.MS.29484), Bos 
(M.360.lo.v.2.no.4) 
E come, oh Dio, lontano (Sop). B.M. (Add.MS.38036) E pure 11 gran tormento (Sop). Bos (M.360.lo.v.4.no.l3), 
Car (MS.l.l9) 
--------------1. Printed. in Davison and Apel's uHistorical .Anthology of 
Musiau Vol.II.pp.l52-l55. 
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50. 
51. 
52. 
53. 
54. 
55. 
56. 
57. 
58. 
59. 
60. 
61. 
62. 
63. 
64. 
65. 
66. 
67. 
68. 
6.9. 
70. 
71. 
7ih 
73. 
74. 
75. 
76. 
77. 
78. 
E pur wole il c.ielo (Sop & al t.o). Hv1 ( Add .• MSS. 22104, 
31490 (incomplete), 32313 (incomplete and 
ascribed to Durante) ) 
Eunilla, io parte, ad~io (Sop). Bos (M.360.lo.~.3.no.6) 
Far~alla che s•aggira (La Pazzia) (Sop). Boa (M.360.10. 
~.2.no.5), LC (MS.578) 
Fiaro acerbo dest.in dell'alma mia (Sop). Boa (M.3SO.lO. 
v.2.no.6) 
Fille, tu parti, oh Dio (Sop). Boa (M.360.lo.~.4.no.l5) 
Gia '\td.oina e quell'h.ora (Sop). Car (MS.l.l9) 
Il genic di Mitilde (Sop). Boa (M.3S.o;lo.v~.2.no.9) 
In due vaghe pupille (Sop). EM (Add.MS.l~2l7) 
Io morirei contento (Sop). P (Aldini collection 423) 
La Fortuna di Roma (Il Co:riola:no) (Alto). Bwi (Add.MS. 
24311) 
Las cia piu di tormentarmi (Sop). RVI ( Add.MSS. 29 249, 
31518) . 
Lasciato havea l'adultero superbo (La Lucretia Romana) 
(Sop). BM (Add.MS.3l488) 
Leandro, anima mia, Ero t•attende (Alto). BM (Add.MS. 
22104) 
Lumi dolente lumi (Sop). Bos (M.360.lO.v.2.no.~) 
Mentre da quest.e monte (Sop). Car (MS.l.l9) 
Mie speranze ~allac·i (Sop). Boa (M.360.lO.v.3.no.2) 
Mitilde, mio tesono, e dove sei? (Sop). Boa (M.360.lO), 
LC (MS.578) 
Nei languidi respiri (Sop). EM (Add.MS.29484), La (MS. 
578) 
Nei tuoi lumi, o Bella Clori (Sop). T (MS.l252) 
Nel suo fido caro nido (Sop). Boa (M.360.lO.v.4.no.4) 
0 d,e_t past:ori diletto stuolo (Sop). La (MS.578) 
Oh Mitilde, foeti mecro tiranna (Sop). Bos (M.360.lO.v.4. 
no.5) 
0 pace del mio cor (Sop). BII (Add.MS.29484) 
Or che di te son pri~ · (sop). LC (MS.57a) 
0 sol degli occhi miei (So~). Boa (M.360.lO.v.4.no.6) 
Ove al Sebeto in riva (Sop). Bos (M.360.10.'\{·.4.no.7) 
Pastori amici, amiche pastorelle (Sop). Bos (M.360.10. 
v.4.no.a) 
Pensier ~he in ogni parte (Sop). Bas (M.360.lO.v.4.no.21) 
Pensieri, pensieri, oh Dio qual pena (Sop). Cop1 
-------------l. Printed in "La Flora" Vol. I edited by Knud Jeppesen 
(Copenhagen, 1949). 
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s.o. 
81. 
82. 
83. 
84. 
85. 
a6. 
87. 
88. 
8e. 
eo. 
e1. 
e2. 
lao. 
101. 
102. 
103. 
Per un moment.o solo (Sop). Bos (M.360.10.v.4.no.9), 
T (MS.l252) 
pirt ahe penso all'idol mio (Sop). Bos (M.360.~.4.no.l0) 
Poi ahe a Tirsi infelice (Sop). LC (MS.57a) Quante le grazie son (Alto). Bos (M.360.10.~.3.no.l6) 
Quanti affanni ad un core (Sop). Bos (M.360.lO.v..3.no.3) 
Questo di bei giacinti serto (Alto). Bos (M.360.lO. 
"W.3.no.l3) Questo silenzio ombnoso (Sop & alto). EM (Add.MS.32313f 
Qui dove alfin m' assido ( Il rossignuoll.o) (Sop). Bos 
(M.360.lo.~.2.no.l2) 
Se a qual fiero dolo:r.t (Sop). T (MS.l252) 
Senti bell'idol mio (Sop). LC (MS.578) 
Solitudine mare in v.oi spera (Sop). La (MS.578) 
Son quest•ultimi momenti (Alto). Bos (M.360.lo.v .• 3.no.l5) 
Spiega l'ali il mio pensieno (Sop). T (MS.l252) 
Tenebrose foreste (Sop). LC (MS.5?8) 
* * * 
3. Corrigenda 
Dl pensiero in :pensier; :for alto not sop.( HI[ Add. MS. 
14165) 
Dormono l'aure estive; for alto not sop in LC (MS.584) 
Fatto d'amor seguace; :for alto not sop in B\rr (Add.MS. 
31510) 
F.ra tante pene e tante; dated 23 June 1706, not 1705 
in BM (Add.MS.31510) Gia per lunge. stagion; in Bd Add. MS.l4165, no"li 31487 Gia ~iaina ~ quell'hora; for alto not sop in BLa 
L'BDmi crude1i e fieri; for alto not sop (EM. Add.MS. 
2e24e) 
Lascia di tormentar; in Hd Add.MS.315oe, not 31507· 
Lontan dall'idol mio; dated l6ee in EM Harl.1273 
M'ha diviso il aor dal core; for alto not sop in EM 
( Add. MS. 3405 6) (a) Mitilde, alma mia, se udiste mai (LC MS.583) 
(b) 0 Flora, anima mia (EM Add.MS.l4leo) 
These cantatas, although listed as different works 
------------1. Erroneously asc:r.ibed to Durante. 
2. See L.Torchi, "Canzoni e arie ad una voce nel secolo 
XVII" (Rivista Musicale Italiana, Vol.I. l8e4). 
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by Dent, are the same. 
104. Nin~a crude1, deh v.ieni; ~or alto not sop in EM (Add. 
MS.14215) 
105. No, non deggio, e troppo cara; dated 1709 in LC (MS. 
5SO) 
106. Perfida Filli ingrata; autograph in LC (MS.579) 
107. Son io barbara donna; :fi.or alto not sop in Blr (Add.MS. 
14213) 
108. Strali, ~acellet Amore; ~or alto not sop (Bi Add.MS. 
14165) 
109. SUl margine fiori to d' un tumido ruscello; "tumido" 
reads "limpido" in 1WI (Add.MS.l4225) 
110. Troppo oppresso' dal sormo; incomplete (LC MS.579) 
111. Un sol guardo di C1ori; ~or alto not sop (EM Add.MS. 
31507) 
112. Vieni, vieni, o care Mirtil1o; ~or alto not sop (EM 
Add.MS. 31507') 
113. Voi giungeste o vagbi ~iori (I ~iori); ~or alto not 
sop in BM (Add.MS.3l507). 
* * * 
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APPEtlDIX TWO 
----------
BIHLIO GR..APHY 
---·--------
0~ books and art~cles consulted omly the more 
informative are listed here. 
Adler, G. 
Bum1ey, c. 
Bukofzer,M. 
Dent:,E.J. 
Einstein,A. 
Florimo, F. 
Grove, G. 
Lavignac,A. J. 
Pannain, G. 
Parry, C. H. H. 
Pruni~res,H. 
Handbuch der Musikgeschichte (Frankfurt 
am Main, 1924). See Einstein, A. 
General History of Music; ( 1789) edited 
by Frank Mercer (New York 1957) 
- Music in the Baroque Era (New York 1947) 
- Alessandro Scarlatti (London, 1905~ 
- Alessandro Scarlatti (Proceed.ings of the 
Musical Association Vol.XXX, 1903-1904) 
Italian Chanber Cantatas (Musical Anti-
quary Vo1.II, 1910-1911) 
Der 'Stile Nuovo' auf dam Gebiet den 
profanen Kammermusik (in Adler, q.v.) 
La scuola musicale di Napoli (Naples 
1880-1881) Vol.II 
Dictionary, 5th edition (for biographical 
and other information) 
En~yclopedie de la Musique (Paris, 1913). 
See Prunienes,H. 
Francesco Provenzale e 1a 1irica del suo 
t:empo (Rivista Musicale Italiana Vol. 
XXXII, 19 25) 
Oxford History of Music Vol.III (The Music 
of the Seventeenth Century) (Oxfo:ud, 1902) 
The Italian Cantata of the seventeenth 
century (Music and Letters, Vol.VII, 1926) 
La Cantate Ita1ienne ~ Voix Seule au dix-
septieme siecle (in Lavignac, q.v. Vol.V 
pp.3390-3140) 
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Prunier.es,H. 
( contd.) 
Riemann,H. 
Roncaglia, G. 
Ronga, L. 
Schmitz,E. 
Torchi,L. 
Notes bibliographiques sur 1es cantatas 
de L.Rossi au Conservatoire de Naples 
(Zei~schrift der Internationalen Musik-
gesellschaft, Vol.XIV, 1912-1913) 
Handbuch der. Musikgeschichte, secrond 
edition ed. A.Einstein (Leipzig, 1922), 
Vol. II( 2). 
Der Basso Ostinato und die Anf!nge den 
Ka:ntate ( Samme1b&lde den· International en 
Musikgesellschaft , Vol.XIII) 
Le composizioni vocali di Alessandro 
Stradella (Rivista Musicale Italiana, Vol. 
XLI, 1941) 
Motivi critici su Alessandro Scarla~ti 
(Rivista Musicale Italiana, Vol.LVI,l954) 
Geschichte der. Kantate und des geistlichen 
Konzerts (I. Geschichte der weltlichen 
Solokantate) (Leipzig, 1914) 
-- Zur Geschichte des ita1ianischen Kontinuo-
madrigals im 17. Jahrhunder.'t ( Sammelb&.de 
~e% Internationalen Musikgesellschaft, 
Vol.XI) 
Canzoni ed aria italiane ad una voce nel 
secolo XVII (Rivista Musicale Italiana, 
vo:n.. I, 1894). 
* * * 
The following books, apparently importan~., proved 
uno btainab1e : 
Lange,M. Die .Anf'ihlge der Ka:ntate ( Disser.tation, 
Leipzig, 1938) 
Prota.-Gfurleo,u.- Alessandno Scarlatti (Naples, 1926) 
Wotquenne, A. -- Etude bibliographique sur Luigi Rossi 
(Brussels, 1909). 
* * * 
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INDEX OF MUSIC EXAMPLES 
Example no. 
ASTORGA: see d' Astorga 
BACH,J.S. (1685-1750) 
Die Kunst der Fuge •••••••••••••••••••••• 46 
BERTI, G.P. ( die<l 1638) 
Cantata: Oh aon quanta vaghezza •••••••• 4 
BONONCINI,G. (1670-1755) 
Cantatas: Ah non m'havesse •••••••••••••• 104 
0 f~ondoso arbosce1lo ••••••••• 103 
BRITTEN,B. (born 1913) 
Serenade fur Tenor, Horn, and Strings • • • 36 
CARISSIMI, G. ( 1605-1674) 
Cantata: Almeno un pensiero •••••••••••• 14-17 
CAVALLI,P.F. (1602-1676) 
Canzone: Donzel1e fUggite •••••••••••••• 25 
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CESTI,P.A. ( 1623-1669) 
Cantata: Asp e t t.a t.e, adesso canto • • • • • • • 18-24 
d' ASTORGA,E. ( 1680-1757) 
Cantata: Ti :par.lo, e non m' asco1 ti ••••• l05(a & b) 
GASPARINI, F. (1668-1727) 
Cantata: Ed eccro in fine ••••••••••••••• 77 
GRANDI,A. (died 1630) 
Cantata: Apre 1 1 huomo infelice ••••••••• 1-3 
MARCELLO, B. ( 1686-1739) 
Cantata: Stravaganze d'amore •••••••••••• 78 
MOZART,W.A. (1756-1791) 
Opera: Le nozze di Figaro •••••••••••••• 
Piano Concerto in G, K. 453 •••••••••••••• 
PEPUSCH,J.C. (1667-1752) 
70,71 
86 
Cantata: Alexia •••••••••••••••••••••••• 107 
PERGOLESI,G.B. (1710-1736) 
Cantata: Chi non ode ••••••••••••••••••• 
ROSSI,L. ( a.159a-l653) 
Cantatas: Anime, voi che siete •••••••••• 
Gi~ nel' oblio pr.ofondo •••••••• 
Ohime, madre aita! •••••••••••• 
-173-
110,111 
11-13 
6-10 
5 
S.ANCES, G. F. ( Qle 1600-16.79) 
Cantata: Pietosi, allontanate~i ••••••••• 41 
SCARLATTI,A. (1660-1725) 
Cantatas: Al fin m1 uQciderete •••••••••••• 
All'hur abe il Dio di Delo ••••• 
Amdaa, nora ahe Aprile ••••••••• 
Amo, peno, gioisao ••••••••••••• 
Amon, Mitilde e morta •••••••••• 
Bella, quanta arudel ••••••••••• 
Beache o sirena bella •••••••••• 
Ben mio, quel v.erme alato •••••• 
Clori vezzosa e bella •••••••••• 
Colui che fisso m,ira ••••••••••• 
Correa nel seno amato •••••••••• 
Deh per merce •••••••••••••••••• 
Doppo lungp penar •••••••••••••• 
E sia pur vero ••••••••••••••••• 
Fi.lli cxudel, dun que tu parti •• 
Fra tante pene e tante ••••••••• Gia vi~a e quell hona •••••••• 
Il genio di mitilde ••••••••••••• 
Io morirei aontento •••••••••••• 
Io son pur solo •••••••••••••••• 
Lontan dalla sua Clori ••••••••• 
Morirei disperato •••••••••••••• 
Nel silentio aomune •••••••••••• 
Per un vago desire ••••••••••••• 
Po~ che riseppe Or~eo •••••••••• 
eyuesto silenzio ombrosos ••••••• 
Qui dove alfin m•assido •••••••• 
~i vieni ingrata Filli •••••••• 
Se vaghegg~o nel mattino ••••••• 
Sulla sponda fiorita d'un rio •• 
Un incredula speranza •••••••••• 
Venne ed amor desio •••••••••••• 
Operas: Il prigionero fortunate •••••••• 
La Statira ••••••••••••••••••••• 
Le nozze aon l'inimiao ••••••••• 
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76. 
75 
55 
73 
72 
92 
100 
6:3,64. 
98 
37 
42,43,66-69 
45 
83 
74(a) 
91 
40 
39 
84 
56 
88-90,94-97 
74( c:) ,85,87 
44 
50-54, 58-6>2 
79-82 
49 
102 
35 
74(b) 
93 
48 
38 
101 
99 
47,65 
5'7 
STOKES. 
Cantata: The Stocking • • • • • • • • • • • • • • • • • • • 108,109 
STRADELLA,A. (1642-1682) 
Cantatas: Forsenato pensien •••••••••••••• 
Se Nerone mi vuo1e morte ••••••• 
Sopra un'ecce1aa torre ••••••••• 
STROZZI,B 
Cantata: Voglio morire •••••••••••••••••• 
TORRES,J. (d.l738) 
30-34 
29(a & b) 
28 
26,27 
Cantata: Bosques umbrosos • • • • • • • • • • • • • • • 106 
* * * 
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GENERAL INDEX 
---------
Titles without composer's name are of cantatas by 
Alessandro Scarlatti. No references are given l'or 
cantatas listed in Appendix I. 
* * * 
Abbatini; 49 
academies; 9,11,13,99 
accompanied recita see recit. 
strom entato 
Adami,A; 101 
Adler, G; l5, 116 
"/!,done, L' "(Marini) ; 11 
'.!A,hi C:he sara di me? II j 134 
~1Ah non m' have sse"( Eononcini); 
143,144 
"Ah perfido 11 ( Beethoven); 8 
~'A 1a rota, a 1a benda"(Rossi); 
34,35 
Albergati,P.C; 140 
Albert,H; 150 
a1berti bass; 153,154 
A~binoni,T; 83,118 
"A1exis"(Pepusch); 153,154 
"Al fin m'ucciderete"; 109-111 
"A11 1 hor che il Dio"; 108 
nAlma tu che dal cielo"; 91, 92, 
134 
".A.lmeno un pensiero"(Carissimi); 
36-40 
"Al soave spirar"(Rossi); 31 
".Amica hora che Aprile 11 ; 84,85 
".Amo peno gioisco" • 107 
' ' ' ' 11 Amor Mi tilde e morta"; 106 
"Andate,o miei sospiri"; 112, 
113,115 
".Anime,voi che siete"(Rossi); 
32-34 
Antonii; see deg1i Antonii 
Apel,w; 111,117,118,1a6 
11 Apre l' huomo 11 ( Grandi); ll, 18, 
19 
"Arcadia"( Crescimbeni) t 101 
"Arcadia,L' "( SannazaroJ; 15 
Arcadian academy; 99,100-102 
architecture; 117 
Arezzo; see Guido d'Arezzo 
aria; 7,13,17,21,25-27,29,31, 
32,34-36,40,47,48,51-56,59-
62,75-88,94-97,103,104,106, 
107,110,115-133,138,141,145, 
146,148 149,155-158 
--(binary); 33,34,36,37,59,60, 
75, 78-82t84,94,97' 132,133 
--(da capoJ; 12,40,59,60,75, 
77,78,80-87,94,96-97,102, 
104,105,116-131,138-139,142-
144,148,153,158 
".A.rianna"(Monteverdi); 12,31 
arioso; 26,31-33,36,48,53-56, 
61,68-72,74,94,102,103,106, 
110,129,135-138 
Ariosti,A; 138 
Arresti, G. C; 140 
"Art of Fugue"; sea "Kunst der 
Fuge" 
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"Aspettate, addesso canto" 
( Cesti); 40-46 
Astorga; see d'Astorga 
"Auf dem Strom''( Schubert); 8 
"Auge11in sospendi i vanni"; 
Cal dar a, A; 138 
camerata; 7· 
Campra,A; 147 
canon; 70,72,128 
61 "Cantata di camera"( Rub bra); 9 
cantata, orchestral; see orch-
estral cantata 
Bach,J.S; 5,31,70,72,73,97,10~ cantata texts; 7,10-13,15-17,2~ 
106,107,116,121,122,126,135, 27,31,32,34,36,42,43,51,53,5~ 
137 60,71,75,76,81,83,84,94,97, 
Barberini,A; 25 105,113,124,133,134,148,150, 
Bardet,B; 81 153,154 
Bartok, B; 89 canticle; 8 
Bassani,G; 82,138,140,144,145 canzone; 46 
Beethoven,L; 8 798,122,131 canzone~~a; 132 
"Beggars • Opera"~ Gay) ;151 "Capricc.i poetiaii "( Sances); 22 
bel-canto; 95 Caproli,C; 49 
"Bella pia:ngente 11 ( Ba.ssani); 82 Carissimi, G; 12,17, 20,22-24,35-
"Bella quanto crudel spietata 40,50,55,57,59,60,78,103,140 
Irene" ; 126-127 Cavalli, P. F; 46, 47 
"Benche o sirena bella"; 130,131 Cesti,M.A; 12,23,35,40-47,57,60, 
Benedetti,P; 21 114,154 
"Ben mio quel verme alate"; 91 chaconne; 44,45,47,48 
Bernabei,E; 49 chamber-duets; 110,111,135 
Berti,G.P; 21,22 Cherubini,M.~.c.z.s; 111 
binary aria; see aria( binary) "Chi non ode"(Pergolesi); 158-162 
Bononcini,A.M; 138,141 chorale; 104,149 
Bononcini,G; 138-144,153,154 Chromatic Fantasy & Fugue(Bach); 
Bononcini,G.M; 140,141 116 
Borghese,M.A; 25 church cantata; 104,135,137 
"Bosques umbrosos"(Torres); 14& Ci:fra,.A; 21 
149 Cl~rembaul t,L.N; 147,148 
Boyce, W; 151,154 "Cloe "(Pepusc:h); 153 
Brahms, J; 31 "Clori vezzosa e bella"; 130 
Brandenburg concertos( Bach); 73 Colonna, G.P; 140 
Britten, B; 8, 64,65,125 11 Co lui che fisso mira"; 65,67, 75 
Broschi,C; see Farinelli concerto; 73,81,83,93,118,140, 
Bficken,E; 116 146,158 
Bakofzen,M; 18 Congreve; 154 
Burney,C; 17,18,66,68,101,110, conservatorio dei Turcnini; 50 
111,119,142,151,152,156-158, Conti,F.B; 139 
163 continuo-madrigal; 13,16,17 
Cooke, B; 151 
Caccini,G; 17,77,150 
Corelli,A; 99,118,140 
"Corinto " (de Medici) ; 15 
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''Correa nel seno amato"; 68-70, 
9 4-98' 148 ' 149 
oourente; 89,91 
Cres~mbeni; 13,99-101 
Croft, W; 61 
"Cuore ohe rep rime all a lingua 
di manifestare il nome d&la 
sua car.a"( Strozzi); 47 
J 
da capo aria; see aria(da 
capo) 
"Da dupplicati oggetti"; 88 
"Dal crudele Da1iro"(Bassani); 
82 
"Da1 profondo de'pensie:rrl." 
(Perti); 140 
"E che non v 1 ameria"(Rossi)~ 32 
"Ed eo co in fine"( Gasparini); 
112 ' 
Edmunds, J; 73 
Einstein,A; 15,16,25,50,115, 
116,157 
empfindsame~ style; 158 
"E pur vuole il cielo"; 81,83 
Erleba~,P.H; 150 
"Erminia sventurata"(Rossi); 31 
"E sia pur vero"; 107 
essercizi(Scar1atti,D); al 
estribi1lo; 149 
"Expostulation of' the Blessed 
Virgin Mary"(Purc;el1); 151 
dance i"orms; 89-91,117,132,148 Fago,N; 138,139 
d'Arezzo; see Guido d'.Arezzo "Far:fal1a ohe s'aggira"; 128 
d 1 Astorga, E; 138,145,146,148 Farine1li; 31,154. 
Davison; ,111,166 Federico; 148 
degli Antonii,P; 142 :fefaut; 113,114 
"Deh per merce "; 71, 72,74 "Femmes Savantes,lJes "(Moliere); 
Delius,F; 121 11 
Dent,.E. J; 5, 6,8, 29,56,58, 61, ffi, Ferdinand III of Tuscmny; 10 
70,81,83,91, 100, 101., 110,112, Ferdinand III of Austria; 48 
115,116,126,131,134,164,169 "Fema,lasoia ch1 io par1i" 
Desderi,E; 110 (Carissimi); 12,3a 
de Torr.es; see Torr.es,J "Ferma omai fugaoe"; 88 
Devise; 78,86,97,130 Ferr.ari,B; 17,21,22,24,48 
D.F.D.R.C; 148 Festing,M.C; 154 
diminished seventh; 65, 106-})8 :figured bass; 92 
"Don Giovanni"(Mozart); 142 "Filli crudel dunque tu parti 11 ; 
"Donzelle fuggite"(Cavalli); 46, 125,126 
47 Fischer, J; 150 
"Doppo lungo penar"; 118,119 Florimo,F; 111 
Dowland,J; 103 follt: song; 132 . 
Draghi, G.B; 154 "Forsenato pensier."( Stradella); 
duet; see chamber-duet and 53-56l 
duet-o.antata Frabetti: 140 
duet-cantata; 17,81,83-85,111, Franceschiello; 119 
128,134-137,141 "Fra tante pene e tante"; 66 
Durante,F; 110,111,168 fUgue; 54,97,110,128 (see also 
ruron, S; 148 canon) 
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Gabrielli; 140 
Gagliano,M.da; 21 
Galliard,J.E; 7,17,47,154 
Gasparini,F; 106,112,113,138 
Gey, J; 151 
"Gelosia"( Rossi); 12, 26, 27, 31, 
32 
Geminiani,F; 119 
Generalbass-liea; 150 
"Hirt. au~ dem Felsen, Der" 
(Schubert); 8 
hoc.ket; 64 
Howard,S; 157 
· Hughes,J; 151,154 
Hunold-Menantes,C.F; 150 
Hutahings,A.J.B; 93,142 
Gesualdo,C; 116- "Il genio di Mitilde"; 119,120 
Gevae:ut; 26 "In darkness let me dwell" 
Ghera::rdini; 140 {Dowland); 103 
"Gia languiva la notte" "Insegnatemi a morire" 
( Stradella); 51 (Caris simi); 103 
"Gia nel'oblio prof'ondo"(Rossi); introduction(aria); see ritoi'-
?7-31 nello 
"Gia vic-ina~ quell'hora"; 66 -(oantata,etc); see sinf'onia 
Giova.nardi i 140 "Io m orirei con ten to"; 87 
"Giusto cos~ v'ha detto"(Rossi); "Io son pt,U' solo"; 123-125,128, 
32 129 
Goddard, S; 8 Italian overture; 89 
Gonzaga,E; 48 
Grandi,A; 11,18-22,24-27 
Graun brothers; 151 
Greben,J; 150,151 
Greene,M; 154 
ground bass; 19,20,44,45,47, 
60,75-77,81-84 
Grove, G; 22, 153 
Guarini; 11 
Guido d'Arezzo; 42,114 
"Hamlet"( Shakespeare); 12 
Hande1,G.F; 104,107,117,122, 
125,135,138,139,141,145,146 
Hare; 154 
harp; 140 
Hasse,J.A; 9,31,158 
Haydn, J; 90,118 
Heinichen,J.D; 108,151,165 
hemio1e; 26,29 
Hess; 51 
hexachond; 42,113,114 
Hiller,J .H; 151 
Jeppesen,K; 68,82 167 
"Jeptha"( carissimi~; 35 
Johnson, S; 49 
Keats,J; 64 
Keiser,R; 7,150 
key; 46,55,79,81,153,154,158 
--(as a structural factor in 
the cantata); 34,36,38-40,50, 
51,60-62,76,77,82,83,86,104, 
117,118,120,158 ' 
Kittel,K; 149,150 
Krieger,A; 150 
"Kunst der Fuge,Die"(Bach); 72 
"La belte ch'io sospiro"; 103 
"La corte di Roma"( Cesti); 40 
lament; 11,31,36 
Landuez,J; 148 
"Lasoia pm di iDIUJenta:rm:i!'; 60,75,81 
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"Lasciate ch' io ri torni" Mena.ntes; see: Huno1d-Menantes 
(Rossi); 31 Mence:n·; 17,60 
"Las cia to have a 1' adu1 taro Milanuzii, C; 22 
superbort; 60 minuet; 90,132 
Lavignac, A; 19 "Miranda"(Pepus en); 153 
"Le f'ameux chantre de la "Mitridate Eupatore 0 (opera, 
Thrace"( C1erembau1t); 147,148 Scarlatti); 100 
Legrenzi,G; 57 Modigliani; 120 
Leo,L; 15a Moli~re; 11 
Lewis,A; 6 Mol~er,J.M; 151 
Liberat.i,A; 49 Monari; 140 
"Lisa del f.oc.o mio"; 134 monodic revival; 7 
Literea,A; 148 monody; 7,8,15,77,138 
"L' oe:caso di Ti tone"(Keiser.); Mont6clair.,M.P. de; 147 
150 Monte1lari; 110 
Loewenburg,A; 22 Monteverdi,C; 12,16,17,23,31, 
"Lon tan da11a sua Glori"; 107, 116 
121-123 Morin,J.B; 3,14a,147,151 
Lorenzo de Medici; aee. Medici "Morir.ei disperait.o"; 70,71 
Lotti,A; 138 Morpurgp,G; 11 
Lull~, J. B; 9 6 Mozart, W.A; 5, H, 90,105,106,121, 
122,125,142,158 
madrigal; 7,8,13,17,115,116 
"Magic Flute"; see Zauberf'lBte Neapolitan cantata; 36,50,59, 
Mancini,F; 139 102-104,137,145,146,148,158 
Manelli,F; 22 Neapolitan opera; 6,l02,117,14L, 
Marazzoli,M; 49 146,153 
Marcel1o,A; 139 Neapolitan six~h; 36,37,65,122 
Marce 1lo , B; 9 , 113, 125., 138, 144, N e bra, J. de; 148 
145 "Ne1 dolce tempo"; 128, 
Marchesi,L; 110 "Nel silentio e:omune"; la, 78-81, 
Marenzio,L; 116 8~91,94 
Manini, G; l~ N er.o ; 51 
"Marriage of' Figaro"; see "No mio aora"( Caris simi); 36 
Nozze di Figaro "Notte cahe in a.ar:ro d' ombre"; 92 
Martini,G.B; 46,110 "Nozze aon l'inimico,Le"(opera, 
Mattheson,J; 102,103 Scarlatti); 87 88 
Mayer,J; 165 "Nozze di Figa:no"(Mozart); 105 
Medici,Lorenzo de; 15 "Nuove musiche"(Caoe:ini); L7 
Melani,A; 140 
me1isma; 30,31,38,55,56,60,77, 
87,88,10&,125-127',139,142, obbligato instruments; 8,50,78, 
143,157 80,87,88,94,134,140,141,153 
"Melpomene aoronata"( SiD:vcmiA 141'0frond<klU arbosce11o" (lttlcnc:i.niJ; 142 
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"Oh con quanta vaghezza" "Poi che r.iseppe Orfeo"; 76, 77! 
(Berti); 21,22 Polonius; 12 
"Oh di Betlemme altera"; 88,91, Po~ora,N.A; 139,157 
134 "P~~aieuses Ridicules,Les" 
"Ohime madre ai ta! "(Rossi); 25 (Moliere); 11 
"Olimpia vendicante,L' "(opera, preluQ.e; see sin:fonia 
Scarlatti); 81,91 prelude and fugue; 116 
opera; 7-10, 13,._15, 17, 22,24-26, "Prigionera fortunate, Il "(opera, 
36,43,50,59,74-7a,83,90-92, scarlatti); 131 
94,102,106,117,128,146,148, printing of cantatas; 24,25,140h 
150,152,156 147,151,154 
oratorio; 7,35,128,146 PTion; 154 
orchestral cantata; 9,158-163 Provenzale,F; 50 
orchestration; 92,93,158 Pruni~res,H; 19,22,82 
Orgelpunk~; 153 Pucrcini,G; 121,125 
Ottoboni, Ca~dinal; 9,99, 118, Purc.ell, D; 154 
134 Purcell,H; 76,151,154 
Ottoboni,Prince Antonio; 134 
Paochierotti,G; 110 
Palestrina,G.P; 5,83,121 
Pannain, G; 50 
pantomime; 154 
Parrish, C; 113 
Parry,C.H.H; 5,27 
"Queato si1enzio ombroso"; 128, 
135-137 
"Qui dove alfin m' assido"; 62-64, 
128 
"Qui vieni ingrata Fi11i; 107 
Pasquini,B; 99,133 Rabaza,P; 148 
passacaglia; 31 Rameau,J.P; 60 
Passarini; 140 Ranzzini; 110 
passion; 10& ~ecitative; 7~8~12,16,17,25-27, 
pastoral a.omedy; 15 29, 32-36., 38, 40, 41,47-49,51,53-
pastorale; 122 55,59-77,90-92,94,97,102-104, 
Pel1ioani; 140 106-116,118,128-130,134,135, 
"Pensieri oh Dio qualpena"; 82 141,144,145,148,153-155 
Pepusch,J.C; 151-154 reaitative cantata; 25,31,35,55 
Pergolesi, G.J3; 9,158-162 reait..stromentato; 16,90-92,97, 
Peri,J; 17,21 158,161,162 
Perti,G.A; 140 refrain; 31,36,41,46,51,52,61, 
"Pe:u· un vago desire"; 113-115, 103,104 
133 refrain cantata; 25,31-34,35 
Pez,J.C; 151 Renaissanae; 11,56 
Pfuhl,A; 151 "Requiem jocosum"( Carissimi); a5 
Pioasso,P; 120,121 Rich J• 154 
"Pietoai allontanatevi "( Sances ); Riem:un; H• 19 22 25 26. 40 47 
68 ' ' ' ' , ' ' ., 
' 48,50,82,144 
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ritornello; 21,29,31,40,52,53, sequence; 21,36-39,48,124,139, 
76-78-,80,83,86,93-96,,117-120, 142,143 
127,128,130,131,158,160 "Serenade"( Britten); 64,65 
Rolle,J.H; 151 serenata; 60 
rondo; 32 "Se vagheggio nel mattino"; 127, 
Ronga,L; 58,100, 128 
Rosa,S; 12,40,41,~ . Shakespeare,W; 12 
"Rosaura,La"( opera, Scarlett~); 8 "Siedi .Amarilli "( Bononcini); 141 
Rossi,L; 12,17,22-36,38,40,51, Silvani,M; 140 
55,60,61,78 180,103,133~140 sin~onia; 88-91194,141 (see "Rossigno1,Le"~StravinskyJ; 62 also ritornelJ.O) 
Rovetta, G; 21,22 Sinf'onie di concerto grosso 
Rubbra,E; 9 (Scarlatti); 6 
Rubinel1i,G.B; 110 solmization; 113,114 
sonata; 131,140,157 
Sacahini,A.M.G; 110 
Sances,G.F; 22,68 
Sa:nnazaro, J; 15 
" Sarei troppo :fe 11 e,e" ; 103 
.!!Satire"( Rosa); 41,44 
Savioni; 49 
Scarcelli; 140 
Scarlatti,A; 5,6,8-10,15,16, 
24, 33, 34, 40,42, :4S '51,55 '57,., 
58-137,138,140,142,144,145, 
154,157 158,163,164-169 --(operas~; 6,59,74,75,81,83! 
84,90-92,94,106,129,131,13~, 
134 
Scarlatti, D; 81 
Scarlatti,P; 100 
scena; 8 
Scheibe ,J.A; 103 
Schering,A; 165 
Scblmberg,A; 73 
Schmitz,E; 5,6,19~2~58,76, 
112,151,152,165 
Schni tke,A; 120 
Schubert,F; 8,40 
Seaman, G; 120 
Seneca; 53 
"Se Nerone mi vuole morte" 
( Stradella); 53 
sonata-f'o m; 40,117,118 
"Son pur care que1le pene"; 61 
"Sopra un' eccelsa torl.'e"( Stmdalla); 
51-53 
"Spiega 1' ali il mio pensiero"; 
100 
Sta:nley,J; 154 
"Statira,La"(opera,Scarlatti); 
74,84,91,92 
ste~f'ani,A; 135 154 
St.John Passion{Bach); 106 
St.Matthew Passion(Bach); 106 
Stokes; 154.-156 
St~1zel,G.H; 151 
Stradella,A; 23,26,33,50-57,59, 
78,87 
"Stravaga.nze d' 6Jllore"(Marcello); 
113 
Stravinsky ,!; 62,120 
strophic bass; 18-23,25-31,35, 
3&, 47' 51,138' 150 
strophic song-; 13,17, 20 
strophic variations; 21 (see 
also strophic bass) 
Strozzi,B; 17,22,47•49 
Strozzi, G; 47, 
Strunk,O; 10 
'Sujet-kantate'; 76 
"Sulla sponda del mare"; 88 
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"Sulla sponda fiori ta"; 60,75, 
76,81, 
"Bulle sponde del Tebro"; 80, 
94 
symbolism; 65-68 
sym:phony; 6,118 
Tasso, T; 11_ 
Te1emann,G.P~ 151 
Tenaglia,A.F; 49 
'Terpandro'(Scarlatti,A); loo, 
triptych; 117 
tnumpet; ao,a:t194, 140 
"Turno Aricino "~opera, Scarlatti); 
131 
twelv..e-tone music; 73 
"Udite amanti"(Strozzi); 48 
"Un :feri to cavaliere"( Rossi); 25 
"Un incredula speranza"; 65,66 
101 "Varia musiche"(Peri); 17,21, 
"Testamentum asini"( C8l1issimi) ;"Venne ed amor desio "; 132,133 
36 VillaDOsa; 110 
tetraahord; 47 Vinai,L; 158 
texts; see cantata texts Vivaldi,A; 83,11& 
"The Island o:f Beauty "(Pepusch) V1ad:,R; 62 
153 Vlaminak; 120 
theorbo; 22,140 "Voglio morire"(Strozzi); 48,49 
"The Springu(Pepus<ili) • 153 
"The Stoo:king"(Stokes~; 154-156 
Tintori,G; 165 
Tiorba., B. della; see Fer11a.ri 
"Ti parlo e non m•ascolti" 
(d'Astorga); 145,146 
'Tirsi'(Zappi); 100,101 
"Ti to Sempronio Gracco "(opera, 
Scarlatti); 131 
tonality; see key 
Toni,A; 113,114,121 
Torchi,L; 46,168 
Torelli, G; 140 
Tornes,J; 148,149 
Tosi,P.F; 75,140,154 
Travers,J; 151 
" Trion:fo della li berta, Il" 
(opera,Scarlatti); 100 
tDio-sonata; 88,135,157 
Walker, F; 164 
Walsh,J; 151,154 
Vlatteau; 12 
Webern,A; 120 
Westrup,J.A; 6. 
" While Corydon the lovely Shep-
herd"(Pepusch); 152,153 
word-painting; 12,29,56,62-68, 
74,77,78,87,106,142~157 
Zappi, G. B. F; 100 
"ZaubeJ!f'l8te, Die"(Mozart); 142 
* * * 
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